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Abstract 
This Doctor of Musical Arts document introduces a new source for the Piano 
Sonata in F Minor, Op. 5, by Nikolai Medtner (1880-1951), deposited in the Special 
Collections Library of the University of Virginia. This new source is a printed copy of the 
1904 publication of the Op. 5 Sonata, which is the first edition. It contains handwritten 
annotations and corrections which appear to be revision notes by the composer. However, 
many of these markings do not appear in the 1955 “revised edition” by Belaieff, nor in 
the 1959 Muzgiz edition. Inscribed on the cover page is a statement that the Sonata is 
dedicated to the composer’s brother Emil Karlovich Medtner (1872-1936), signed and 
dated April 6, 1904. This dedication does not appear to be published in any of the 
editions of the Sonata. The inscription also says Medtner gives this “precious” copy to his 
friend Alfred J. Swan (1890-1970). Although the existence of the score was mentioned 
by Swan in his 1967 article, “Das Leben Nikolai Medtners,” no other writing has 
acknowledged the significance of this score. 
The purpose of this document is to provide evidence for the authenticity of the 
score and discuss why it is important with respect to Medtner scholarship. The 
annotations and corrections by Medtner reveal a true version of the Sonata that is unique 
from the existing editions. To illustrate the significance of these penciled-in markings, a 
comparative study with two other editions will comprise a portion of this document. 
These revisions include pitches, dynamics, pedaling, expressive markings, tempi, 
fingerings, and others. The implications of this version on a performer’s interpretation 
would be too substantial to ignore. It is hoped that this new source will be of interest to 
Medtner scholarship. 
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Chapter 1: A New Light on Medtner Scholarship 
Introduction 
 Research is an activity which can sometimes be romanticized: a visit to an old 
section of a library, browsing through some forgotten stacks, dusty old books, etc. On one 
fine fall afternoon, a visit to the Special Collections Library at the University of Virginia 
was in order; the goal was to bask in the company of some valuable materials. The visit 
proved to be exciting: the discovery of an old score for the Sonata in F Minor, Op. 5, by 
Nikolai Medtner (1880-1951), a Russian composer who wrote numerous works for the 
piano. His popularity as a composer has grown slowly but surely. He is now a favorite 
choice among pianists who are eager to bring less familiar music to the fore. Despite this 
growth in interest, however, there is still a need for more study and performance of 
Medtner’s music. This score discovery could not come at a more appropriate time. It 
contains annotations, corrections and other markings, leaving one with the impression 
that an effort was being made towards revising the Sonata. To this writer’s knowledge, no 
writing on Medtner has ever discussed the significance of this score. This Doctor of 
Musical Arts document is devoted to presenting this score as a new source for the Sonata. 
 Several questions come to mind. Are the annotations and corrections authentically 
from Medtner himself? If so, what information can be drawn from these markings? This 
DMA document aims to provide evidence to support the authenticity of the score. 
Arguments will be made towards its significance as a source. This document proposes a 
re-examination of Medtner’s true intentions for the Sonata, since a comparative study 
between the existing editions and this score’s annotations/corrections reveals numerous 
discrepancies and inconsistencies. This document will help to clarify facts regarding 
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ownership of the score and the dedication of the Sonata. As a preamble to this new 
source, it is essential to discuss recent studies that have been done on Medtner’s life and 
works.  
The State of Medtner Research 
It seems that we are at a high point of interest in Medtner. The recent years have 
seen a steady surge of research focusing on his music. Between 2012 and 2017, sixteen 
graduate-level theses/dissertations were written on Medtner. The years 2003, 2008, 2012, 
2015, and 2016 were particularly fruitful in that four or five submissions appeared in 
each of those years. However, between 1961 and 2002, the average was only one 
submission every two years. Only fifty-one submissions have appeared between 1961 and 
2017, a modest number compared to 481 for Chopin within the same time frame. To the 
general public, Medtner is still not readily accessible. Although there were nineteen 
books written about him, most of them are out of print and can only be found in libraries. 
Some copies may be found on Amazon.com, but they are very expensive. These 
publications include biographies and commentary on his music. We are fortunate that 
Routledge has reprinted Barrie Martyn’s indispensable Nicolas Medtner: His Life and 
Music, first printed in 1995 by Ashgate. Martyn provides us with a chronology of the 
composer’s life, accompanied by musical excerpts from each period. The book includes 
annotations on Medtner’s music, though these do not aim to delve deeply into stylistic 
analysis. On the other hand, The Russian Mephisto: A Study of the Life and Work of 
Emilii Medtner, by Magnus Ljunggren, is a biography of Emil Medtner, the composer’s 
brother who was a central figure in the early twentieth-century Russian Symbolist 
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movement.1 This biography integrates Medtner’s life in the narrative because of their 
closeness as brothers. Some books devote a chapter to Medtner, such as Robert Rimm’s 
The Composer-Pianists: Hamelin and the Eight. Not to be forgotten are non-English 
writings on Medtner by authors such as Christoph Flamm, Bernard Pinsonneault, Elena 
Dolinskaya, Isaak Zetel, Alexander Alexejev, and Evgenia Vasyutinskaya, which have 
served as sources for some notable theses/dissertations.  
In contrast, more and more recordings of Medtner’s music are appearing. 
Alexander Karpeyev’s supplemental appendix to his doctoral dissertation shows a steady 
increase in recordings of Medtner’s music over the decades.2 Karpeyev’s list is indebted 
to several authors such as Chris Crocker, author of a beneficial website, 
www.medtner.org.uk. Notable Medtner recordings include those by Hamish Milne, Boris 
Berezovsky, Marc-André Hamelin, and the prolific Geoffrey Tozer, an Australian pianist 
who recorded most of the composer’s works. Live performances and lectures devoted to 
Medtner’s works are on the rise. Established in 2016, the London International Medtner 
Festival aims “to widen the circle of admirers of the music of the Russian composer-
pianist Nikolay Medtner (1880-1951).”3 Performances of Medtner’s music are becoming 
a regular occurrence in today’s recital programs as more pianists are taking an interest in 
his music, and as a result, the public is learning to appreciate his music more. With this 
ongoing Medtner revival, it is also an appropriate time to explore the pedagogical aspect 
                                                          
1 Magnus Ljunggren, The Russian Mephisto: A Study of the Life and Work of Emilii Medtner (Stockholm: 
Almqvist Och Wiksell, 1994), 7. 
2 Alexander Karpeyev, “New Light on Nikolay Medtner as Pianist and Teacher: The Edna Iles Medtner 
Collection (EIMC) at the British Library” (DMA diss., City University London, 2014), accessed February 
24, 2018, http://openaccess.city.ac.uk/13011.  
3 Alexander Karpeyev, “Dear Friends,” 2nd London International Medtner Festival, November 26-27, 2017, 
accessed March 29, 2018, https://medtnerfest.co.uk. 
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of the composer’s works. While the sonatas demand a great deal of virtuosity and 
musicality from an artist, some of his shorter works are quite accessible to both 
undergraduate piano majors and pre-college students. Choosing Medtner as a doctoral 
lecture-recital topic was a result of this writer’s quest for piano pieces which are not well-
known but possess great musical and pedagogical value. 
My discovery of this printed copy of the Sonata occurred as I was preparing for a 
lecture-recital in 2015. This score is a copy of the first edition which was published in 
1904 by Mitrofan Petrovich Belyayev.4 Medtner gave this score to his friend, 
musicologist and composer Alfred J. Swan (1890-1970), as a gift. To be indicative of 
Swan’s ownership and its publication year, I will now refer to this score as the “1904 
Swan score.” The 1904 Swan score is deposited in the Special Collections Library of the 
University of Virginia. It is profuse with penciled-in corrections, added markings, and 
short annotations. The general character of the markings seems to show a composer 
revising his work for republishing. A significant aspect of the score is the inscription on 
the title page: a dedication to Medtner’s brother Emil, date [April 6, 1904], and the 
composer’s signature. After an initial comparison with the subsequent editions, namely 
the 1955 Belaieff “revised edition” and the 1959 Muzgiz edition, it became clear that the 
1904 Swan score contained unique and unpublished corrections/markings by Medtner. It 
is for this reason that this DMA document will make a case for the 1904 Swan score as an 
essential new source. The most significant corrections/markings are discussed in chapter 
                                                          
4 Richard Beattie Davis, "Belyayev [Belaieff], Mitrofan Petrovich," Grove Music Online, accessed 
December 27, 2017, https://doi.org/10.1093/gmo/9781561592630.article.02622. Belyayev was a 
Russian music publisher whose catalogue included composers such as Glazunov, Rimsky-Korsakov, 
Lyadov, Borodin, Cui and N.V. Shcherbachyov. For copyright reasons he registered his publishing 
house in Leipzig in 1885 using the transliteration “M.P. Belaieff.” For consistency, the spelling 
“Belaieff” will be used in this paper. For more information regarding the publications of this Sonata, see 
chapter two. 
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three. Appendix 1 lists each of these corrections/markings and show which ones were not 
incorporated by the 1955 Belaieff and 1959 Muzgiz editions. Beyond the scope of 
appendix 1, however, are additional markings that appear in the 1955 and 1959 editions, 
presumably taken from other sources for the Sonata. These markings naturally did not 
make it to the 1904 publication and are therefore inconsequential to this paper. For a 
closer examination of the score it is best to visit the University of Virginia Special 
Collections Library.5  
As stated above, this writer believes there are no writings acknowledging the 
1904 Swan score as a legitimate source for the Sonata in F Minor, Op. 5. This DMA 
document is the first presentation and assessment of the 1904 Swan score. Chapter two 
will discuss a brief history of its publications and attempt to consolidate facts supporting 
the authenticity of the 1904 Swan score. Chapter three is a comparison of the three 
different editions, including the 1904 Swan score. In this comparison, discrepancies will 
be discussed, along with their interpretive implications.  
 
 
 
 
 
 
 
 
                                                          
5 Nikolay Karlovich Medtner, Sonate [Fa] Pour Piano, Op. 5, (Leipzig: M.P. Belaïeff, 1904). Items from 
the Special Collections Library may be requested at the front desk. 
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Chapter 2: A New Source for the Sonata in F Minor, Op. 5 
Belaieff first published the Sonata in F Minor, Op. 5 in 1904. This, as well as later 
publications of the Sonata, did not include the dedication to Emil in print.  Medtner 
revised the Sonata later in life but Belaieff did not publish the “revised edition” until 
1955, four years after the composer’s death. What is interesting to note is that Belaieff’s 
“revised edition” contains insignificant changes to the text. It also retains the original 
plate number (2498) of the first edition, therefore, it is only a “corrected reprint.”6 
Observations by other authors also describe insignificant changes to the text. Martyn 
notes, “…the text is left untouched, but a number of more precise expression and 
dynamic markings have been added, with characteristically Medtnerian punctiliousness.”7 
Charles William Keller is of the same opinion, “The changes made in the revised edition 
are minor ones.”8 Stewart writes, “Medtner later revised the work, harmonically altering 
several passages, adding or removing nuances and other indications, and refining the 
texture.”9 The 1955 Belaieff “revised edition” is presently available and distributed by 
Edition Peters and Schott.10  
From 1959-1963, Moscow State Music Publishers published Medtner’s complete 
works, also referred to as the “1959 Collected Edition.”11 It is considered to be the most 
                                                          
6 “Glossary,” AC Online: Annotated Catalogue of Chopin’s First Editions, accessed December 27, 2017, 
http://www.chopinonline.ac.uk/aco/reference-material/glossary. A reprint is a second or later impression of 
a previously printed edition. An impression is referred to as a ‘corrected reprint’ when changes have been 
made only to the music text. 
7 Barrie Martyn, Nicolas Medtner: His Life and Music (1995; repr., London:  Routledge, Taylor & Francis 
Group, 2016), 29. 
8 Charles William Keller, “The Piano Sonatas of Nicolas Medtner” (PhD diss., Ohio State University, 
1971), 26. 
9 Paul Stewart, liner notes to Nikolay Medtner: Complete Piano Sonatas, Vol. 2, Paul Stewart, Grand Piano 
GP618, CD, 2016, 8. 
10 Nikolai Medtner, Sonata for Piano in F Minor, Op. 5, rev. ed., (Frankfurt: M.P. Belaieff, 1955). They 
can be found in these websites: http://www.edition-peters.com and https://en.schott-music.com. 
11 Chris Crocker, “Editions,” Nicolas Medtner, last modified March 28, 2018, accessed March 30, 2018, 
http://www.medtner.org.uk/editions.html.  
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accurate source according to Marc-André Hamelin.12 The collection was primarily edited 
by Vladimir Sofronitsky and Alexander Goldenweiser, based on the original manuscripts 
provided by the composer’s widow Anna Medtner. It corrects errors in earlier editions 
and incorporates many changes made by the composer during his lifetime.13 As part of 
the 1959 Collected Edition, Muzgiz published the Sonata in 1959 with Aleksandr Gedike 
as the editor.14 The Dover reprint of the Sonata is based on the 1959 Muzgiz edition. 
The physical state of the 1904 Swan score is “fair,” which is to say, “with serious 
physical condition flaws but still complete and holding together.”15 Unfortunately, to 
reinforce the binding, a non-transparent tape was used on pages 23 and 41, covering a 
few of the composer’s markings. The 1904 Swan score is bound together with three other 
works, Scriabin Sonata No. 3, Op. 23, and Glazunov Sonatas No. 1, Op. 74 and No. 2, 
Op. 75. 
 
 
 
 
 
 
 
                                                          
12 Nikolai Medtner, The Complete Piano Sonatas, ser. 1, (Mineola, NY: Dover Publications, Inc., 1998), vi. 
The editorial note by Marc-Andre Hamelin mentions this, and Chris Crocker corroborates this information 
in his website: http://www.medtner.org.uk/editions.html. 
13 Chris Crocker, “Editions.” 
14 “Piano Sonata, Op. 5,” Wikipedia, last modified September 1, 2017, accessed March 31, 2018, 
http://imslp.org/wiki/Piano_Sonata,_Op.5_(Medtner,_Nikolay). 
15 Brian Leekley, “How to Describe the Condition of a Used Book,” Toughnickel, last modified February 3, 
2018, accessed March 31, 2018, https://toughnickel.com/self-employment/describe_used_books. 
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Figure 1. 1904 Swan score, title page 16 
 
 
                                                          
16 Nikolay Karlovich Medtner, Sonate [Fa] Pour Piano, Op. 5, (Leipzig: M.P. Belaïeff, 1904). 
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An inscription appears on the title page of the Sonata (figure 1), which includes the 
dedication of the Sonata to Emil. This dedication is not unknown and was mentioned in 
Swan’s article “Das Leben Nikolai Medtners,”17 however, it is not printed in any of the 
publications of the Sonata and further verification is generally lacking in most Medtner 
literature. Keller mentions the dedication in his 1971 dissertation but provides no date for 
it.18 In The Russian Mephisto, Ljunggren describes a performance of the Sonata in 
Moscow in November of 1904, an event at which Medtner performed and dedicated the 
Sonata to Emil.19  Unfortunately, the author cites no source for this piece of information. 
Ultimately, the most compelling evidence for this dedication is the inscription found on 
the title page of the 1904 Swan score (figure 1), which Medtner himself signed and dated. 
The Nikolai-Anna-Emil Triangle20 
Nikolai Medtner, out of gratitude and indebtedness, dedicated this newly written 
Sonata to his brother Emil. The influence of Emil on Nikolai was considerable. 
Ljunggren’s The Russian Mephisto would not be complete without the mention of their 
closeness as brothers. Emil, a writer, journal editor and music critic, was a central figure 
in the early twentieth-century Russian Symbolist movement.21 A devoted Germanophile 
and Wagnerian, he also discussed psychoanalysis with Sigmund Freud’s protégé, the 
Swiss psychoanalyst Carl Gustav Jung. Emil translated some of Jung’s works into 
Russian, however, despite his close association with the psychoanalyst he remained an 
                                                          
17 Alfred Julius Swan, "Das Leben Nikolai Medtners. Nach Unterlagen des Familienarchivs und 
unveröffentlichten Dokumenten," [The Life of Nikolai Medtner. According to the Documents in the Family 
Archive and the Unpublished Documents] in: Die Musik des Ostens 4 (1967): 65-116. 
18 Keller, “The Piano Sonatas of Nicolas Medtner,” 26. 
19 Magnus Ljunggren, The Russian Mephisto: A Study of the Life and Work of Emilii Medtner (Stockholm: 
Almqvist Och Wiksell, 1994), 22. 
20 To avoid confusion in the following biographical sketch, “Nikolai” will be used to refer to the composer, 
“Emil” for his brother, and “Anna” for his wife. 
21 Magnus Ljunggren, The Russian Mephisto, 7. 
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obscure figure.22 Ljunggren refers to Emil’s “fixation” on Nikolai as a “narcissistic 
infatuation.”23 Even the Russian Symbolist poet Andrei Belyi, a friend-turned-enemy of 
Emil’s, once said, “He [Nikolai] is the creation of Emil Karlovich.”24 When the twelve-
year-old Nikolai declared his desire to become a professional musician and demanded 
that he should be enrolled in the conservatory, Emil stood by him. With Emil as a staunch 
ally, Nikolai dreamt of becoming a serious musician.  
If Emil was a great influence on Nikolai, Anna Bratenshi Medtner was the true 
love and most dedicated partner of the composer. The bulk of knowledge we have about 
Nikolai and his music came from Anna through her diaries, collection of manuscripts, 
letters, and other Medtner-related materials. 25 Anna was a violinist who chose not to 
pursue a musical career but instead dedicated her life to Nikolai. She took her role as 
secretary, copyist, and agent very seriously.26 It is conceivable that the handwriting we 
see in the 1904 Swan score, except for the title page, is Anna’s. 
From 1902-1914, Anna was married to Emil.27 Anna and Nikolai, however, once 
reunited in the summer of 1903, fell in love and decided to confess to Emil, who in turn 
allowed the relationship to flourish.28 Anna and Nikolai eventually married in 1919.29 
Anna recalled: 
[Nicolas] came with his father and stayed with us. In the evening I went into 
his room and found him in a terrible state of dejection, his head in his hands and 
almost in tears. It was then that I confessed to him my real relationship with 
                                                          
22 Magnus Ljunggren, The Russian Mephisto, 8. 
23 Ibid., 9-10. 
24 Rebecca Anne Mitchell, “Nietzsche’s Orphans: Music and the Search for Unity in Revolutionary Russia, 
1905-1921,” (PhD diss., University of Illinois at Urbana-Champaign, 2011), 243, accessed December 18, 
2017, https://search.proquest.com/docview/901257546?pq-origsite=gscholar. 
25 Karpeyev, “New Light on Nikolay Medtner,” 2, 4-5. 
26 Ibid., 19-20 
27 Ljunggren, 21. 
28 Martyn, Nicolas Medtner, 27. 
29 Ibid., 133. 
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Emil, we spoke together, and the scales fell from our eyes. How to help the 
situation? We told Emil everything with total frankness, and he was 
magnanimous and understanding, but he begged us, out of consideration for his 
parents, particularly his mother, not to take any steps for the moment. Naturally 
Kolya [Medtner] cut short his journey south, while we continued to live in 
Nizhny-Novgorod.30 
 
From this recollection, Emil was unusually tolerant in accepting the situation with 
Anna and Nikolai, thus, beginning their triadic relationship, which is reflected in the 
Sonata. While Nikolai dedicated the entire Sonata to Emil, the second theme of the first 
movement is associated with Anna.31 In “Das Leben Nikolai Medtners,” Swan explains 
the connection between Anna and the second theme: 
After Quatre Morceaux Op. 4, Nikolai turned his attention to his first piano 
sonata, which was composed during the time when Emil and Anna were in 
Moscow. "Kolya is working on a piece which has a theme that is somehow 
related to you," Emil used to say while visiting Anna.32 
 
Interestingly, Swan had to clarify the fact that the Sonata is dedicated to Emil and not to 
Anna. Swan wrote, “The dedication [to Anna], however, is omitted. On a printed copy [of 
the Sonata] in my possession, Medtner wrote: Dedicated to brother Emil, 6 April 1904.”33 
Swan’s first-hand account of the dedication was mentioned by Wendelin Bitzan in his 
article “Nikolai Medtner’s Early Sonatas,” although it is not clear what was understood 
when Bitzan wrote, “Swan 1967, p. 70, reports that Nikolai considered dedicating the 
sonata to Emil on first hand...”34 Swan did, in fact, dedicate the Sonata to Emil. Amidst 
all these confusing facts one thing is certain—that the existence of the 1904 Swan score, 
                                                          
30 Martyn, Nicolas Medtner, 133. Original German text taken from Swan’s “Das Leben Nikolai Medtners.” 
31 Swan, “Das Leben Nikolai Medtners,” (1967): 70. 
32 Ibid. Translation by Susan Gouthro. 
33 Swan, “Das Leben Nikolai Medtners,” (1967): 70. 
34 Wendelin Bitzan, “Nikolai Medtner’s Early Piano Sonatas: Analytic Studies on their Genesis, Style, and 
Compositional Technique,” Berlin University of the Arts, accessed December 17, 2017, 
http://wendelinbitzan.de/wp-content/uploads/2016/10/wendelinbitzan_medtner.pdf, 7.  
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along with Swan’s article “Das Leben Nikolai Medtners,” confirms the dedication of the 
Sonata to Emil. Medtner’s signature also indicates authenticity of the score and the 
markings within. 
There is also a slight discrepancy in the translation of the inscription on the cover 
page, which initially caused some confusion. The online catalog of the University of 
Virginia Special Collections Library has the following translation, “Dedicated to my 
brother Emil, 6 August 1904. Emil, give this copy which is dear to me to my colleague 
Alfred Swan.”35 I have consulted several Russian friends of mine, however, and pieced 
their translations together to form a single ‘literal’ translation (and spellings), and it goes:  
I dedicate this to brother Emilot  
6th April 1904 year 
N. Metner 
I give this precious copy to a friend Alferd Sva 
 
From this translation, we gather that the month is not August but April. A little 
investigation can help clarify things. Let us consider April 6, 1904 as the dedication date 
and create a timeline leading up to that day.36 
▪ Summer of 1903 – completion of the Sonata 
▪ October 1903 – Medtner played the Sonata for Taneyev who 
then wrote a recommendation letter to Belaieff on his behalf 
▪ November 1903 – Medtner traveled to St. Petersburg and played 
for Belaieff’s committee (Glazunov, Rimsky-Korsakov, and 
Liadov), and the Sonata was approved for publication 
▪ Spring of 1904 (presumably March) – publication of the Sonata 
 
From Ljunggren’s The Russian Mephisto, we know that Medtner arrived in their family’s 
Nizhnii Novgorod home shortly after the poet Andrei Belyi’s visit during Easter week.37 
                                                          
35 Virgo Catalog Search, http://search.lib.virginia.edu/catalog/u3921250, accessed April 1, 2018. 
36 Martyn, Nicolas Medtner, 27-29. These dates are taken from Martyn’s book. 
37 Ljunggren, 21. 
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Easter week in 1904 was from April 3-10, therefore, it is most likely that Medtner would 
have been at home at the time of the dedication.38 That the idea of dedicating the Sonata 
to Emil came to him during this time is a reasonable calculation. We must consider the 
fact that it had only been less than a year since the summer of 1903, when Nikolai and 
Anna confessed their feelings for each other to Emil, who in turn understood and 
acccepted it. 
It is important to note that Medtner explicitly said in the inscription that this copy 
was precious to him. Naturally, this statement can imply many different things, including 
the importance of the corrections in it. A scenario could be that he practiced the Sonata 
using the 1904 Swan score as his personal score. An interesting marking in measure 164 
of the fourth movement reads “m.d.” on top of the last three 16th notes belonging to the 
left hand. The marking stands for the Italian “mano destra,” an indication to play with the 
right hand, therefore, disregarding the actual notation. This marking appears to be a 
personal note rather than for revision. Please refer to figure 2. 
 
Figure 2. 1904 Swan score, fourth movement, mm. 160-164, p. 32 
 
Another correction which suggests that Medtner used this “precious” score for his 
own practicing is found in measure 58 of the same movement. Exactly upon the major 
                                                          
38 The date is taken from the Russian Orthodox calendar. See 
http://calendar.lenacom.spb.ru/orthodox_calendar_1904_en. 
160 
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mode reprise of “Anna’s theme,” he crosses out poco meno mosso e religioso and 
substitutes it with the phrase piano simplice [sic]. These two phrases have very different 
meanings and implications for interpretation. Piano semplice implies a relaxed manner of 
phrasing, almost unaffected in execution, and very little to no change of tempo. On the 
other hand, poco meno mosso e religioso might imply a more emotionally-involved 
playing that would also cause the performer to play in a slightly slower tempo, 
committing more resonance to each chord. A change such as this shows a nuanced 
understanding of these interpretive implications on the passage and can only come from a 
highly intuitive knowledge of the score, as one might acquire via practicing and 
performing the music. 
 
Figure 3. 1904 Swan score, fourth movement, mm. 58-60, p. 28 
 
 
Finally, it is useful to know more about Alfred J. Swan, to whom Medtner gave 
the score. Swan was born in St. Petersburg, Russia on October 9, 1890.39 He studied and 
lived in England for several years and eventually moved to the United States where he 
taught at a few universities—mainly Swarthmore and Haverford Colleges in 
Pennsylvania, the University of Virginia from 1921-1923, Sweetbriar College, the 
                                                          
39 Guide to Swan Music Collection compiled by Steve White, accession #10093, Special Collections 
Department, University of Virginia Library, Charlottesville, VA, ii.  
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Seymour School in New York, and Temple University.40 He translated Medtner’s The 
Muse and the Fashion and wrote a very important account of Medtner’s life, “Das Leben 
Nikolai Medtners,” the sole article which verifies the inscription on the title page of the 
1904 Swan score.41 According to the Guide to Swan Music Collection, the 
correspondence between the Medtners and the Swans began in 1924.42 The Medtners 
arrived in New York on October 9, 1924, and stayed at the Wellington Hotel.43 Swan’s 
1924 diary also tells us of their first meeting with the Medtners.44 They stayed in the 
United States for six months and developed a close friendship with the Swans. This 
friendship would continue for many years.45  
When did Medtner give his “precious” score to Swan? The answer to this 
question could give us an approximate time as to when the actual revising of the Sonata 
took place. On the title page of the 1904 Swan score (figure 1) appears a stamp by Société 
des Auteurs, Compositeurs et Editeurs de Musique (SACEM), bearing the date July 24, 
1935. Established in 1851, SACEM is an agency for musical copyright protection in 
Paris.46 As of July 1935, Medtner was, in fact, still living in Meudon, a suburb of Paris.47 
We can then speculate that the printed copy he was to give Swan was acquired no earlier 
than 1935, and therefore, we can infer that Medtner’s revision process of the Sonata 
started also no earlier than 1935. It was also during this time that Medtner had financial 
difficulties. As early as 1931, Medtner had problems dealing with Wilhelm Zimmerman, 
                                                          
40 Guide to Swan Music Collection, iii. 
41 Ibid. 
42 Ibid, 2. 
43 Martyn, Nicolas Medtner, 167. 
44 Guide to Swan Music Collection, 10. 
45 Martyn, Nicolas Medtner, 170. 
46 https://www.sacem.fr/ 
47 Martyn, Nicolas Medtner, 218-19. 
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his publisher who refused to publish his works unless they were technically accessible to 
amateur pianists.48 It is conceivable that he thought of revising and republishing the 
Sonata as a lucrative endeavor. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                          
48 Martyn, Nicolas Medtner, 209-20. 
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Chapter 3: A Comparative Study: 1904 Swan Score, 1955 Belaieff “revised edition,” 
and 1959 Muzgiz Edition 
 
The number of corrections in the 1904 Swan score is significant enough to 
suggest that it may have played an essential role in Medtner’s process of revising the 
Sonata. There are 160 markings/corrections for pitch, 23 for rhythm, 104 for articulation, 
54 for fingering, and 35 for pedaling. The 1955 Belaieff and the 1959 Muzgiz editions do 
not include many of these corrections, which suggests that their editors had not seen the 
1904 Swan score at all, or perhaps, chose to ignore the markings included therein. I 
suggest that one of the following scenarios is true: 
a) The 1904 Swan score served as an initial study for revision. It is highly possible 
that a second annotated copy exists somewhere and served as the main source for 
the Belaieff and Muzgiz editions. 
b) The 1904 Swan score was meant to serve as documentation and is a duplicate 
copy of Medtner’s markings for revision.  
c) The editors of the Belaieff and Muzgiz editions examined the 1904 Swan score, 
but additional sources for the Sonata took precedence, therefore resulting in the 
apparent departures from the 1904 Swan score. 
d) Editors of the Belaieff and Muzgiz editions did not know of the 1904 Swan score. 
e) The 1904 Swan score was an initial concept for revision that was eventually 
dismissed by Medtner. 
If the corrections/markings in the 1904 Swan score were indeed an initial concept for a 
planned new revised edition, then this set of markings should be considered for its own 
historical merit. It is reminiscent of the problem with Chopin manuscripts, first editions, 
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and other sources, because he often changed his mind about his music.49 Chopin would 
simultaneously publish a work in England, Germany, and France.50 As a result, there 
would be numerous textual differences between the three first editions.51 A permissive 
conflation of readings from several sources produces a version of the music that never 
really existed, and should be avoided.52 The 1904 Swan score contains a set of decisions 
which Medtner made at some point in his process of revising the Sonata and therefore 
must be respected for its own intrinsic value as a text. 
Table 1 below shows a summary of departures from the 1904 Swan score.53 
Corrections with regards to dynamics, tempo and expressive markings are not included in 
Table 1. 
 
 
 
 
 
 
 
 
 
 
                                                          
49 Standley Howell, Frederic Chopin and His Publishers (Chicago, IL: University of Chicago Library, May 
20, 2008), 1, accessed April 2, 2018, https://www.lib.uchicago.edu/media/documents/exfcp-text.pdf.  
50 Jim Samson, Chopin: The Four Ballades, No. 8. (Cambridge University Press, 1992), 20. 
51 Ibid., 21. 
52 Jim Samson, Notes on Editorial Method and Practice, 2006, Ballades op. 23, op. 38, op. 47, op. 52. 
(London: Edition Peters), 17. 
53 For a more comprehensive list, please refer to appendix 1. 
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Table 1. Summary of departures from the 1904 Swan score 
Edition Pitch Rhythm Articulation Fingering Pedal 
 
 
1904 
Swan 
score 
Corrections 
in notes, 
accidentals, 
8va, added 
and omitted 
notes: 159 
Corrections 
in rhythm, 
note values, 
tied notes: 
23 
 
27 staccato 
corrections  
 
77 corrections 
with slurs and 
phrase marks 
 
54 fingering 
corrections 
 
35 pedal 
corrections 
 
 
 
1955 
Belaieff  
108 out of 
159 
corrections 
have been 
incorporated  
10 out of 23 
corrections 
in rhythm 
have been 
incorporated 
 
3 out of 27 
staccato 
corrections have 
been 
incorporated 
 
24 out of 77 
corrections with 
slurs and phrase 
marks have 
been 
incorporated 
11 out of 54 
fingering 
corrections 
have been 
incorporated 
23 out of 35 
pedal 
corrections 
have been 
incorporated 
 
 
 
1959 
Muzgiz 
107 out of 
159 
corrections 
have been 
incorporated 
11 out of 23 
corrections 
in rhythm 
have been 
incorporated 
6 out of 27 
staccato 
corrections have 
been 
incorporated 
 
35 out of 77 
corrections in 
slurs and phrase 
marks have 
been 
incorporated  
 
19 out of 54 
fingering 
corrections 
have been 
incorporated 
20 out of 35 
pedal 
corrections 
have been 
incorporated 
 
With the considerable number of discrepancies outlined in Table 1, it is tempting to posit 
that the editors of the 1955 Belaieff and the 1959 Muzgiz editions never saw the 1904 
Swan score. If they had seen it, we would still have no way of knowing if they simply 
chose to ignore these corrections.  
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Many of these discrepancies are quite striking. At this point, I would like to 
highlight some of the differences seen in the 1904 Swan score from the 1955 Belaieff and 
1959 Muzgiz editions. In the following example, a change in dynamic proportions can be 
seen. In the first measure of the first movement, as printed both in the 1959 Muzgiz and 
1955 Belaieff editions, a f can be found on the alto and tenor’s unison line, while a pp is 
indicated for the bass and soprano’s chordal motif (figure 4). In the 1904 Swan score, 
however, Medtner’s decision was to have a mf for the alto and tenor, and a p for the bass 
and soprano (figure 5). 
 
Figure 4. 1959 Muzgiz edition, first movement, f-pp proportion, m. 1 
 
 
Figure 5. 1904 Swan score, mf-p proportion, m. 1 
 
 
From this writer’s perspective, the mf-p proportion in the 1904 Swan score better matches 
the mood tranquillo at the opening. The f-pp found in the 1959 Muzgiz promotes an 
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exaggerated dynamic contrast to ensure a ‘thrilling’ performance. As mentioned already 
in the introduction, the general character of the markings in the 1904 Swan score seems 
to be that of a composer revising his work. It is this writer’s conjecture that these 
markings are revisional, rather than pedagogical, i.e., a teacher’s markings for a student. 
This approach to editing found in the 1959 Muzgiz (f-pp proportion) is reminiscent of 
nineteenth-century study/performance editions of keyboard music, wherein exaggerated 
proportions are employed by the editors.  
Another example can be found in measures six and seven of the 1904 Swan 
score. Here, Medtner wrote a diminuendo in measure six, and a poco riten. on the second 
beat (specifically the alto and tenor voices) in measure seven. These are two separate and 
distinct instructions found in the 1904 Swan score, but have been reduced to only one 
instruction in the following editions: 
a) 1959 Muzgiz edition: diminuendo e rit. in measure six only, 
b) 1955 Belaieff edition: diminuendo e ritenuto stretching from measures six to 
seven, but no longer specific to the alto and tenor voices.  
By the standards with which David Montgomery compares four “urtext” editions of the 
opening measures of Schubert’s F-minor Impromptu D939 in his book Franz Schubert's 
Music in Performance, the disparity mentioned above appears to be a loose approach to 
editing Medtner’s markings and can misrepresent Medtner’s true intentions.54 The 
interpreter will instead receive the wrong information, which would be the following:  
a) placement of poco riten on the second beat is now gone, 
                                                          
54 David Montgomery, Franz Schubert's Music in Performance: Compositional Ideals, Notational Intent, 
Historical Realities, Pedagogical Foundations, (Pendragon Press, 2003), 65-73.  
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b)  rit. is the abbreviation for ritardando, which is not synonymous with ritenuto 
(abbreviated as riten). 
 
Table 2. Disparity of placement among editions 
 
 
 
 
 
One of the most intriguing markings in the 1904 Swan score is a pair of brackets 
that are inclusive of measures 75-76 in the first movement (figure 6). These brackets may 
indicate the intention of omitting the said measures, although we have no evidence of 
Medtner’s ultimate decision at this point. Neither the 1955 Belaieff nor the 1959 Muzgiz 
edition omits these measures. It would be a fortunate circumstance to find proof of the 
true purpose of these brackets. Despite the apparent lack of explanation, however, a 
hypothetical omission of measures 75-76 reveals a perfectly sensible version of the 
Sonata. To examine this proposition, it would be helpful to look at two musical events 
surrounding measures 75-76, the first phrase group (mm. 65-72) and the second phrase 
group (mm. 73-80). For this purpose, please refer to table 3. 
 
 
 
 
 
1904 Swan score diminuendo (m. 6) poco riten. (m. 7) 
1955 Belaieff diminuendo e rit. (m. 6) 
1959 Muzgiz diminuendo e ritenuto (mm. 6-7) 
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Figure 6. Swan score, mm. 64-81, first movement, brackets for mm. 75-76 
 
 
64 
67 
70 
73 
76 
79 
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Table 3. Phrase groups surrounding measures 75-76 
 Measure number/s Key Texture Function 
First phrase group: 
measures 65-72 
    
a. 65-66 B major harmony 
implied 
Two-part, contrapuntal Beginning of the musical 
event 
67-68 [same function as 
mm. 75-76] 
B major harmony 
implied 
Two-part, contrapuntal Reiteration of mm. 65-66 
b. 69-70  B major harmony 
implied  
Contrapuntal, quasi 
homophonic 
Complements phrase I 
 
c. 71 B major harmony 
implied 
Homophonic Punctuating material, 
“Anna’s theme” 
72 Broken chords Transitional material 
Second phrase group: 
measures 73-80 
    
a. 73-74 C-sharp major 
harmony implied  
Two-part, contrapuntal Beginning of the section 
75-76 [omit] 
 
C-sharp major 
harmony implied 
Two-part, contrapuntal Reiteration of mm. 73-74 
b. 77-78 C-sharp major 
harmony implied 
Contrapuntal, quasi 
homophonic 
Complements phrase I 
 
c. 79 C-sharp major 
harmony implied  
Homophonic Punctuating material, 
“Anna’s theme” 
80 Broken chords Transitional material 
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Within the second phrase group, the gray area shows the bracketed measures to be omitted 
(mm. 75-76). These measures fulfill the same function as the parallel measures in the first 
phrase group (mm. 67-68), which is to reiterate the two measures that precede them (mm. 65-
66 and 73-74). At this point in the development section, the omission of measures 75-76 
creates an increased sense of urgency in the narrative. This rhetorical device is not unusual 
for Medtner. In the Fairy Tale, Op. 20, No. 1, for example, the second measure is omitted in 
the return of the A section. 
 
Beginning of A section, mm. 1-3: 
 
 
Return of A section, mm. 37-38: 
 
Example 3.1. Fairy Tale, Op. 20, No. 1, mm. 1-3, and mm. 37-38 
 
It is not uncommon for composers to omit measures during a restatement of a theme. In the 
first movement of the Sonata in A Major, Op. 2, No. 2, for example, Beethoven omits six 
measures of the first theme in its counter-statement played by the left hand. On a larger scale, 
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Frederic Chopin omits the entire first theme in the recapitulation of his Sonatas in B-flat 
Minor, Op. 35, and B Minor, Op. 58. 
Turning now to Medtner’s pedaling for this Sonata, he wrote in thirty-five pedal 
markings in the 1904 Swan score. The following discussion pertains to the pedal markings 
for “Anna’s theme” in the first movement. The composer wrote Ped for each of the first three 
beats in identical measures 36 and 38. Also in the same measures, he writes con Ped, though 
in parenthesis, on top of the staff. Please refer to figure 7. 
 
Figure 7. 1904 Swan score, first movement, mm. 34-39, p. 4 
 
 
The pedaling found in the 1904 Swan score, in comparison with the subsequent editions, 
makes a significant difference in interpretation. The 1955 Belaieff edition has con Ped only 
in measures 36 and 38, while the 1959 Muzgiz edition has con Ped in measure 36 only. 
Having played through the passage using the different pedaling instructions, the sonority 
created by con Ped (Belaieff/Muzgiz) allowed me to “move through” those beats, as in a 
quickening rubato; while a Ped on each beat resulted in a stricter pulse. To corroborate this 
experience, I examined several recordings and found that in the live performances of Boris 
34 
37 
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Berezovsky55 and Lucas Debarque,56 both pianists execute this passage with a slight 
accelerando on the first three beats of measures 36 and 38, thereby compressing the value of 
the half note E-flat (right hand). Of course, even though no accelerando was ever printed in 
any of the editions, executing it as such is not necessarily incorrect. The acceleration of those 
beats connects the phrases seamlessly, thereby making “Anna’s theme” sound like a four + 
four phrase. Compressing the E-flat also happens to adhere to an idea that was discussed in a 
workshop on interpreting Romantic music by Leon Fleisher, Yo-Yo Ma, and Pamela Frank—
to paraphrase, “one must pass through the long notes quickly, but then stretch the short 
ones.”57 I propose that the result of Berezovsky’s and Debarque’s performances would be 
different had these pedal markings (figure 7) been in their scores. Pedaling every beat gives a 
slight emphasis on each, bringing clarity to the bass line, and therefore, articulating the pulse. 
Instead of a four + four ‘sweeping’ type of phrasing, a pedaling each beat dramatically 
changes the phrasing to two + two + four; and because E-flat would now get its full value, it 
would somehow be more consistent with the cantabile character of the second theme.58 
Another feature of Medtner’s piano music is the ‘singing’ style, often associated with 
‘Romantic’ piano playing. When a composer of the ‘Romantic style’ instructs us to play 
sempre legato or legatissimo, the reaction is first an attitude—eagerness or commitment—to 
play in the smoothest possible way. In piano playing, legato is first taught as a finger 
connection between two notes. True legato, however, is about creating the illusion that the 
                                                          
55 “Boris Berezovsky plays Medtner – Piano Sonata No. 1 (live in Moscow, 2008),” YouTube video, 30:10, 
posted by “Russian Rarities,” April 6, 2015, accessed December 27, 2017, 
https://www.youtube.com/watch?v=SMMa964Z2rk. 
56 “Medtner Sonate No. 1, Op. 5 Lucas Debarque 2015,” YouTube video, 33:14, posted by “Houssier Steph,” 
August 2, 2016, accessed December 27, 2017, https://www.youtube.com/watch?v=jZJD076O4TU&t=397s. 
57 “Interpreting Romantic Music: Leon Fleisher Workshop,” YouTube video, 6:49, posted by “Carnegie Hall,” 
May 15, 2013, accessed December 27, 2017, https://www.youtube.com/watch?v=t4hwv9RSdtg. 
58 Measure 35 is marked cantabile in all editions of the Sonata. 
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instrument can produce a bel canto vocal style, and there must be a commitment to 
smoothness beyond mere physical connection. The artist must create color and feeling via 
sonority (pedal), agogic accents or rubati, and other techniques approximating the lyricism of 
a vocal line. Medtner wrote sempre legato in measure 54, and legatissimo in measure 57 (see 
figure 8). Legatissimo is specifically placed on top of the right-hand passage, as if to imply 
an expressive stretching of the melody (rubato). This rubato conjecture may be confirmed by 
the fact that Medtner later wrote poco a poco a tempo in measure 58, as if to end the rubato 
implied by legatissimo. These markings are clues which can enrich a performer’s 
interpretation. Unfortunately, they do not appear in the 1955 Belaieff and 1959 Muzgiz 
editions.  
 
Figure 8. 1904 Swan score, first movement, mm. 52-60, p. 5 
 
Medtner also made corrections to simple typographical errors. In measure 59 of the 
1904 Swan score, an ottava sign is placed on the last sixteenth of the third beat and the first 
52 
55 
58 
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sixteenth of the fourth beat, thus making the F-sharp and D-sharp an octave higher. This 
ottava sign is neither in the 1955 Belaieff nor the 1959 Muzgiz edition.  
 
Figure 9. 1904 Swan score, first movement, m. 59, p. 5 
 
 
Upon examination of its parallel passage, measure 59 of the first ending, it is apparent that 
they were meant to be identical passages, though written enharmonically to suit their function 
in their respective harmonic contexts. The ottava sign that appears in the 1904 Swan score 
was meant to be published and its non-inclusion in the subsequent editions is simply a 
typographical error. Please refer to figures 9 and 10. 
  
Figure 10. 1959 Muzgiz edition, first movement, m. 58-59 
 
 
Throughout the 1904 Swan score, other typographical errors include pitches. In the 
coda of the first movement alone (mm. 199-246), Medtner made thirty pitch corrections. 
Subsequent editions followed all corrections except for eight instances.59 In measure 210, the 
                                                          
59  Refer to appendix 1: measures 210, 224, 244 and 245. 
58 
30 
 
corrections in the 1904 Swan score were neither reflected in the Muzgiz nor Belaieff edition. 
Figures 11-13 show the uncorrected pitches in red. As for measures 244-5 (figure 13), 
Medtner crosses out A-flat from the right-hand. 
 
Figure 11. a) 1904 Swan score, first movement, mm. 208-210, p. 14; b) Muzgiz/Belaieff 
editions 
a)  
b)  
 
Figure 12. 1904 Swan score, first movement, mm. 223-225, p. 14; b) Muzgiz/Belaieff 
editions 
a)   
208 
208 
223 
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b)  
 
Figure 13. a) 1904 Swan score, first movement, mm. 244-245, p. 15; b) Muzgiz/Belaieff 
editions  
a)    
b)  
 
The first movement has the most corrections made by Medtner, though the rest of his 
changes are not any less significant in the other movements. 
The second movement (Intermezzo) is a reworked Moment Musical from 1896, which 
Medtner then incorporated as a movement in the Sonata.60 Corrections for this movement 
include variations in spellings, readjustments of dynamics, and some additional expressive 
markings. The most interesting of them all are the left-hand fingerings which Medtner 
prescribed for the first ten measures. Medtner provided fingerings for every bass note, which 
                                                          
60 Martyn, Nicolas Medtner, 24. 
223 
242 
242 
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tells us that he was quite serious about the legatissimo at the beginning of this movement. 
The 1955 Belaieff and 1959 Muzgiz editions do not have these fingerings published. It can 
be argued that, if studied carefully, Medtner’s fingerings are a key to his intentions. In the 
case of the second movement of the Sonata, the phrasing is facilitated by the fingerings he 
provided. 
 
Figure 14. 1904 Swan score, second movement, mm. 1-10 
 
 
As mentioned in table 1, Medtner indicated a total of 54 fingerings throughout the 
1904 Swan score. The “historically informed performance” movement these days, or HIP, 
led by such pianists as Robert Levin and Malcolm Bilson, has set new standards for 
reading/interpreting a score.61 A careful examination of a composer’s fingerings could afford 
a clue about his or her ideas regarding phrasing and sound. In the case of Chopin, for 
example, his instruction to use the same finger successively in ‘cantabile’ playing is 
                                                          
61 Malcolm Bilson, Elizabeth Field, David Owen Norris, Daniel Booth, Carol A. Jennings, Karen Rodriguez, 
Franz Schubert, et al. 2011, Performing the score; Knowing the score, DVD (Ithaca, NY: Cornell University). 
1 
6 
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distinctive of his style. The pianist should follow these fingerings because it is a distinctive 
singing tone which is associated with the ‘Chopin sound.’62 
 
 
Example 3.2. Nocturne in E-flat Major, Op. 9, No. 2, mm. 25-30, Schlesinger first edition 
(1832) 63 
 
Some pitch corrections in the third movement are also too significant to ignore. In 
measure 34, the editors of the 1955 Belaieff and 1959 Muzgiz editions appear to have 
changed the F-sharp/A to F/A-flat within the first beat. In the 1904 Swan score, however, 
Medtner did not change the F-sharp and A in the entire first beat (figure 15a). Medtner even 
placed a natural sign on the F in the second beat (fourth sixteenth, right hand) to cancel out 
the F-sharp from the first beat.  
 
Figure 15. a) 1904 Swan score, third movement, m. 34; b) Muzgiz/Belaieff editions 
a)    b)  
                                                          
62 Jean-Jacques Eigeldinger, Chopin: Pianist and Teacher: As Seen by his Pupils, (Cambridge University Press, 
1988), 116. 
63 Frederic Chopin. Trois Nocturnes Pour le Piano, Op. 9, No. 2, (Paris: Schlesinger, 1832), accessed April 18, 
2018, http://www.chopinonline.ac.uk/cfeo/browse/. 
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The difference in harmonic color between the two versions is stark. Although the B-flat7 
chord in the Muzgiz/Belaieff editions (figure 15b) implies a logical dominant function to E-
flat, the F-sharp and A in the 1904 Swan score (figure 15a) gives a more interesting dominant 
harmony and voice-leading, as it almost resists the modulation from G minor to E-flat major. 
Ultimately, the ‘uncorrected’ harmony containing the F-sharp and A must be followed 
because two important details dispute the apparent ‘correction’ made in the Muzgiz/Belaieff 
editions. Firstly, Medtner wrote a natural sign for the F in the second beat (last sixteenth; 
figure 15a), thereby implying that the F-sharp and A must carry through until then. Secondly, 
its parallel passage (measure 74 in the recapitulation), although now written in octaves and 
chords, is the equivalent harmony of the ‘uncorrected’ chord in the 1904 Swan score. 
Muzgiz/Belaieff editions have this harmony in the recapitulation as well. 
 
Figure 16. 1904 Swan score, third movement, mm. 73-76 
 
 
Other markings in the 1904 Swan score reveal the composer’s specific instructions 
for execution. As a great pianist himself, Medtner knew pianistic conventions intimately, as 
73 
75 
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well as the capabilities of the instrument to sing. In measures 52-54 of the third movement, 
Medtner indicated in the 1904 Swan score which chords are to be aligned by drawing “trace” 
lines. Measures 52-53 serve as the notational shorthand, which should then apply to measure 
54. The principle is to play the grace-chord of the left hand on the beat, aligned with the 
chord in the right hand, which also plays on the beat. The middle chord will naturally come 
in after. Later, when the right hand has a double-dotted figure (measure 53; eighth/thirty-
second figure), the thirty-second note should be aligned with the grace-chord of the left hand. 
In the 1955 and 1959 editions, however, there are no lines to indicate these alignments. 
 
Figure 17. 1904 Swan score, third movement, mm. 52-53 
 
 
In Hamish Milne’s 1989 recording of the Sonata, he plays the left-hand grace-chords before 
the beat. While a possible and acceptable solution, this interpretation is contrary to the 
indications found in the 1904 Swan score.64 Adam Fellegi, in his 1991 recording, also plays 
the left-hand grace-chords before the beat.65 Geoffrey Tozer plays the grace-chords before 
the beat and also arpeggiates them for added effect.66 Playing these grace-chords before the 
beat sounds more “passionate” and lush. On the other hand, in line with the Medtner’s 
                                                          
64 Nicolas Medtner, Piano Music, Vol. 4, Hamish Milne, CRD Records CRD3461, 1989, MP3, accessed May 
15, 2018, http://univportal.naxosmusiclibrary.com/catalogue/item.asp?cid=CRD3461. 
65 Nikolay Karlovich Medtner. MEDTNER: Sonata Op. 5, Ádám Fellegi, Marco Polo 8.223268, 2004, MP3, 
accessed May 15, 2018, https://www.naxosmusiclibrary.com. 
66 Medtner, Nicolas. MEDTNER: Piano Works, Vol. 5. Geoffrey Tozer. Chandos CHAN9691, 1998. MP3. 
Accessed May 15, 2018. https://www.naxosmusiclibrary.com. 
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markings in the 1904 Swan score, Lucas Debarque adheres to the alignment of the left-hand 
grace-chord and the right-hand melody chord. However, contrary to what can be seen in the 
1904 Swan score, Debarque does not align the thirty-second note with the grace-chord on 
measure 53.67 When the grace-chords are played on the beat, as with Debarque performance, 
it sounds more orchestral and works better for the trajectory of the line. 
Other minor corrections in the third movement appear in the 1904 Swan score. 
Medtner adds a D-flat to the first beat of the left hand in measure 56, which makes the sound 
more lush because it doubles the seventh of the chord. This pitch addition does not appear in 
the subsequent editions. Of the four recordings mentioned, none adhered to this addition of 
the D-flat.  
 
Figure 18. 1904 Swan score, third movement, added D-flat, m. 56 
 
Medtner also wrote allargando on the last beat of measure 50 in the 1904 Swan score. 
All four pianists mentioned here also seem to agree that there should be an allargando there, 
despite the absence of this instruction in the 1955 and 1959 editions. 
Some tempo indications have also been changed. As seen in the first edition (Belaieff 
1904), Largo divoto is the main tempo marking of the third movement. The 1904 Swan 
score, however, reveals that Medtner crossed out the divoto. The 1955 Belaieff edition 
                                                          
67 “Medtner Sonate No. 1, Op. 5 Lucas Debarque 2015,” YouTube video, 33:14, posted by “Houssier Steph,” 
August 2, 2016, accessed December 27, 2017, https://www.youtube.com/watch?v=jZJD076O4TU&t=397s. 
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followed this correction, but the 1959 Muzgiz edition did not. In measure 58 of the fourth 
movement (Anna’s theme), it is interesting to note that Medtner also crossed out poco meno 
mosso religioso and replaced it with a piano simplice. It seems that the initial concept of 
some parts of the Sonata were religious in nature, i.e. divoto and religioso. We do not know 
why Medtner decided to cross those words out, but the character of the third movement is 
like a prayer: permeated with sustained reflective tones, pleading double-dotted figures, and 
sonorities that employ all of the keyboard’s registers, as if to imitate church bells. 
Certain corrections in the 1904 Swan score concern the placement of the markings. In 
measures 25-26 Medtner wrote a left hand crescendo below the bass line and a decrescendo 
hairpin above the soprano line. The 1955 Belaieff and 1959 Muzgiz editions do have the 
decrescendo hairpin on top but moved the left hand crescendo to the middle of the staff. 
Although the later editions virtually communicate the same instruction, their placement in the 
1904 Swan score certainly leaves no room for confusion as to Medtner’s intention. 
 
Figure 19. 1904 Swan score, fourth movement, mm. 25-26 
 
 
The number of corrections presented and discussed in this DMA document is modest 
and by no means comprehensive. More details found in the 1904 Swan score warrant 
analysis and discussion. The annotations written by Medtner are written in the Russian 
Cyrillic alphabet and must be translated by a native speaker. Aside from the 1904 Swan 
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score, the documents found in the Alfred J. Swan collection in the University of Virginia are 
interesting and deserve more examination. A much larger collection awaits serious Medtner 
scholars: ‘Fond Metnera’ [Medtner Resource], which is the most extensive collection of 
Medtner-related materials. It is housed in the Glinka Museum of Musical Culture in 
Moscow.68 ‘Fond Metnera’ includes the Medtner manuscripts and notebooks that were 
presumably used to edit the Sonata in 1959. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                          
68 Karpeyev, “New Light on Nikolay Medtner,” 2. 
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CONCLUSION 
The 1904 Swan score is historically fascinating as a source for Medtner’s Sonata in F 
Minor, Op. 5. The markings found in this score are illuminating and insightful to any 
performer or scholar interested in studying this work. With the current movement to revive 
Medtner’s music, this discovery could not have come at a more perfect time. The score offers 
an extra layer of insight into the composer’s intentions for the Sonata. The 1904 Swan score 
contains corrections made by Medtner, including pitches, dynamics, omissions, expressive 
markings, fingerings, pedaling, and some typographical errors made in the first edition. The 
corrections were penciled-in on the pages of a printed copy of the first edition, the 1904 
publication of the Sonata by Belaieff. The corrections/markings in the 1904 Swan score show 
a thought process as though Medtner was preparing a revised edition of the Sonata using the 
1904 Swan score. Beliaeff did, in fact, publish a “revised” edition in 1955, which we can 
assume was Medtner’s intention all along. However, as observed by Keller, Martyn, Stewart, 
and this writer, the so-called “revised” edition of 1955 appears to contain only minor changes 
to the text. The 1904 Swan score, on the other hand, contains more changes than Belaieff’s 
1955 publication. Even the later 1959 Muzgiz edition does not reflect many of these 
corrections. As a new source, here lies the importance of the 1904 Swan score. The 1904 
Swan score contains information that had not yet come to light in any other edition of the 
Sonata. The discrepancies among all editions need to be carefully analyzed and studied. 
Appendix 1 lists these discrepancies between the 1904 Swan score and the 1955/1959 
editions. This DMA document highlights the most significant details found in appendix 1. 
The owner of this score was Alfred J. Swan, a Russian-American musicologist, who 
was a friend of Medtner’s. Katherine Swan gave the score to the University of Virginia 
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Special Collections Library, along with other important files belonging to her late husband. 
Swan was a trusted friend and an enthusiastic promoter of Medtner’s music. In 1967, he 
wrote “Das Leben Nikolai Medtners,” an important account of Medtner’s life. In this article, 
he mentions that he owns a copy of the Sonata Op. 5 and confirms that the dedication is to 
Medtner’s brother Emil. Medtner was, in fact, indebted to Emil in more ways than one. In 
1903, only a year before the first publication of the Sonata, Anna and Medtner confessed 
their extra-marital relationship to Emil, who was then Anna’s husband. Despite the tense 
situation, Emil was very understanding. This dedication, including Medtner’s signature and 
date [April 6, 1904], is inscribed on the title page of the 1904 Swan score. Having created a 
timeline based on Martyn’s Nicolas Medtner and Ljunggren’s The Russian Mephisto, we 
know that Medtner was home with Emil during this time. With these facts, we can be assured 
of the ownership and authenticity of the 1904 Swan score. This dedication is not printed in 
any of the editions (1904, 1955, and 1959) even though it has never been an unknown fact. 
There is no doubt that Emil Medtner was the dedicatee of the Sonata and the score is physical 
evidence of this fact.  
We have no information as to when Medtner began revising the Sonata, except for a 
clue that allows us to approximate a time frame. A stamp on the title page of the score by 
Société des Auteurs, Compositeurs et Editeurs de Musique (SACEM), a distributor in Paris, 
bears the date July 24, 1935. We know that during this time Medtner was still living in 
Meudon, a suburb of Paris. It is very possible that during this time, he acquired a fresh copy 
of the Sonata, which is now referred to as the 1904 Swan score in this DMA document, and 
superimposed his corrections and ideas for revision on its pages. Indeed, as he himself stated 
on the title page, this copy was “precious” to him. 
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This document is the first presentation of the 1904 Swan score and it is hoped that 
Medtner scholars will take notice and perhaps pay a visit to the University of Virginia 
Special Collections Library. Every performer must also acquaint themselves with the 1904 
Swan score. As demonstrated through the recordings of Berezovsky and Debarque, 
knowledge of these corrections can have considerable impact on a pianist’s interpretation. 
Minute differences in the text can cause interpretive decisions and impulses to change. 
Although the inscribed dedication, signature and date on the title page play a great role in 
identifying the score as truly Medtner’s own copy, his corrections/markings/annotations all 
contribute to the authenticity of the score. Finally, the information in this document is but a 
start. Any serious Medtner scholar would benefit from an investigation of other sources for 
the Op. 5 Sonata found in the Glinka Museum in Moscow and see how the 1904 Swan score 
fits in the puzzle.  
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APPENDIX 1 
 
Movement I (p. 42); Movement II (p. 88); Movement III (p. 92); Movement IV (p. 107)  
 
Notes: 
▪ Beats are identified as “b+number,” for example, “b1” = beat one, or “b123” = beats one, two and three. 
▪ The soprano part is sometimes referred to as “sop.” 
▪ A check ( ) means an affirmative change was made. 
▪ A “general” or “general area” means a marking is not specific to soprano, alto, tenor, bass. 
▪ “Ped. x” means to pedal and stop at “x”. 
▪ Pitches are sometimes identified by their octave names, for example: C4 = ‘middle’ C 
 
 
I: Allegro, MM 100 to a quarter (1904, 1955, 1959) 
Measur
e # 
Edition Pitch Rhythm/ 
Note value 
Articulation Dynamics Tempo/Expressive 
markings 
Fingering Pedal 
1 1904 
Swan 
Score 
  ▪ staccato – 
b3/soprano 
▪ mf – b1/general; 
▪ p – b2/soprano/alt 
  ▪ Ped x – 
b12 
Belaieff 
1955 
‘revised 
edition’ 
  no staccato f appears here instead 
of mf; 
pp instead of p 
  ✓ Ped.  x 
Muzgiz 
1959 
‘Collected 
Edition’ 
  no staccato f appears here instead 
of mf; 
pp instead of p 
  ✓ Ped.  x 
2 1904 
Swan 
Score 
  ▪ staccato – 
b3/soprano 
▪ diminuendo – 
b2/general 
  ▪ Ped  x – 
b2 
Belaieff 
1955 
  no staccato no diminuendo here, 
but appears on m. 3 
  ✓ Ped.  x 
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‘revised 
edition’ 
Muzgiz 
1959 
‘Collected 
Edition’ 
  no staccato no diminuendo here, 
but appears on m. 3 
  ✓ Ped.  x 
3 1904 
Swan 
Score 
   ▪ p – b3/general    
Belaieff 
1955 
‘revised 
edition’ 
   no p here, but appears 
on m. 4 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
   no p here, but appears 
on m. 4 
   
4 1904 
Swan 
Score 
  ▪ staccati – 
b23/sop/bass; 
▪ staccati – 
b1/alto/tenor; 
▪ ten. and line –
b12/C/alto 
    
Belaieff 
1955 
‘revised 
edition’ 
  no staccati in this 
measure 
✓ tenuto and line 
both appear here 
    
Muzgiz 
1959 
‘Collected 
Edition’ 
  no staccati in this 
measure 
✓ tenuto line only 
    
5 1904 
Swan 
Score 
  ▪ staccati – 
b3/soprano and 
bass 
▪ mf – b1/general    
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Belaieff 
1955 
‘revised 
edition’ 
  no staccati ✓ mf appears slightly 
above the general 
area, falls on beat 2;  
there is a f as well 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
  no staccato f instead of mf    
6 1904 
Swan 
Score 
   ▪ diminuendo –  
b1/general 
   
Belaieff 
1955 
‘revised 
edition’ 
   ✓ diminuendo _ _ 
appears (e ritenuto 
follows in the next 
measure) 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
   ✓ diminuendo (with 
added e rit.) 
   
7 1904 
Swan 
Score 
    ▪ poco riten. – 
b234/top area 
 ▪ Ped  x – 
b2 
Belaieff 
1955 
‘revised 
edition’ 
    ✓ e ritenuto appears 
here as a 
continuation from 
previous measure 
 ✓ Ped.  x 
Muzgiz 
1959 
‘Collected 
Edition’ 
    no poco riten.  ✓ Ped.  x 
8 1904 
Swan 
Score 
  ▪ slur – b12/E-F-D-
C/alto 
▪ p – b3/general   ▪ Ped  x – 
b1 
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Belaieff 
1955 
‘revised 
edition’ 
  no slur on alto ✓ p on beat 3/general; 
but also another p on 
beat 2 
  ✓ Ped.  x 
Muzgiz 
1959 
‘Collected 
Edition’ 
  ✓ slur on alto ✓ p on beat 3/general   ✓ Ped.  x 
9 1904 
Swan 
Score 
 correction: 
b4/sop/alt 
▪ slur – b34/Bb-
Ab/alt; 
▪ slur→ – b4 to 
next 
measure/G/alt/ 
 ▪ a tempo – b1/top 
area 
▪ LH14 – 
b3/C-
F/bass; 
▪ LH13 – 
b4/C-F/bass 
▪ Ped – b3 
Belaieff 
1955 
‘revised 
edition’ 
 ✓ rhythm on beat 4 
corrected 
no slur on Bb-Ab 
✓ slur→ 
 ✓ a tempo, but falls on 
beat 4 of previous 
measure 
no LH14 
no LH13 
✓ Ped. 
Muzgiz 
1959 
‘Collected 
Edition’ 
 ✓ rhythm on beat 4 
corrected 
✓ slur on Bb-Ab 
✓ slur→ 
 ✓ a tempo, but falls on 
beat 4 of previous 
measure 
no LH14 
no LH13 
✓ Ped. 
10 1904 
Swan 
Score 
  ▪   slur – b1/Bb-
C/alt 
   ▪ Ped – b3 
Belaieff 
1955 
‘revised 
edition’ 
  ✓ slur on Bb-C    ✓ Ped. 
Muzgiz 
1959 
‘Collected 
Edition’ 
  no slur on Bb-C    ✓ Ped. 
11 1904 
Swan 
Score 
 correction: 
sop/alt/b4 
▪ slur – b34/C-
Bb/alt; 
  ▪ LH13 – 
b4/Db-
F/bass 
▪ Ped – b3 
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▪ slur→ –  b4 to 
next 
measure/Ab/alt 
Belaieff 
1955 
‘revised 
edition’ 
  no slur on C-Bb 
no slur→ 
  no LH13 ✓ Ped. 
Muzgiz 
1959 
‘Collected 
Edition’ 
 ✓ rhythm on beat 4 
corrected 
✓ slur on C-Bb of 
alto 
✓ slur→ 
  no LH13 ✓ Ped. 
12 1904 
Swan 
Score 
  ▪  slur – b1/C-
Db/alt; 
▪ slur – b12/F-G-Ab-
Db-G-Ab-F/bass; 
▪ accent – 
b3/Db/bass 
  LH15421 –  
b34/Db-F-Ab-
Db-F/bass 
Ped – b3 
Belaieff 
1955 
‘revised 
edition’ 
  no slur on alto 
no slur on bass 
no accent on Db 
bass 
  no RH15421 ✓ Ped. 
Muzgiz 
1959 
‘Collected 
Edition’ 
  ✓ slur on alto 
✓ slur on bass 
(includes Db4 of 
beat 3) 
no accent on Db 
bass 
  no RH15421 ✓ Ped. 
16 1904 
Swan 
Score 
  ▪ slur→ – b34 to 
next measure/E-
F-D-C/alt; 
▪ 3-note slur – 
b4/bass 
  RH1212 – 
b34/E-F-D-
C/alt 
 
Belaieff 
1955 
‘revised 
edition’ 
  no slur→ 
no 3-note slur in the 
bass 
  ✓ RH1212  
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Muzgiz 
1959 
‘Collected 
Edition’ 
  ✓ slur→ 
no 3-note slur 
  ✓ RH1212  
17 1904 
Swan 
Score 
  ▪ 3-note slur – 
b12/bass; 
▪ slur – b1/E/alt; 
▪ slur – b123/sop; 
▪ slur→  – b34 to 
next measure/G-
Ab-F-Eb/alt 
▪ accent – b1/E/alt 
  RH4 – 
b1/F/sop 
 
Belaieff 
1955 
‘revised 
edition’ 
  no slurs in this 
measure 
no accent on E/alto 
  ✓ RH4  
Muzgiz 
1959 
‘Collected 
Edition’ 
  no 3-note slurs 
✓  slur 
✓ slur – b123/sop; 
no slur→  for alto 
no accent 
  ✓ RH4  
18 1904 
Swan 
Score 
  ▪ slur – 
b1/G/alto; 
▪ slur – 
b123/soprano; 
▪ slur→ – b34 to 
next 
measure/alto 
 
  RH4 – 
b1/Ab/sop 
 
Belaieff 
1955 
‘revised 
edition’ 
  no slurs in this 
measure 
  ✓ RH4  
Muzgiz 
1959 
  no slur 
✓ slur on b123/sop 
no slur→ 
  ✓ RH4  
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‘Collected 
Edition’ 
20 1904 
Swan 
Score 
  ▪ slur – b12/bass; 
▪ staccati – 
b34/chords 
    
Belaieff 
1955 
‘revised 
edition’ 
  no slur on bass 
no staccati on 
chords 
    
Muzgiz 
1959 
‘Collected 
Edition’ 
  no slur on bass 
no staccati on 
chords 
    
21 1904 
Swan 
Score 
  ▪ staccato – 
b1/bass; 
▪ staccati – 
b12/sop; 
▪ slur – b34/F-E-
Eb/sop; 
▪ staccati – 
b4/sop/bass 
 
    
Belaieff 
1955 
‘revised 
edition’ 
  no staccati in this 
measure 
no slur for F-E-
Eb/soprano 
    
Muzgiz 
1959 
‘Collected 
Edition’ 
  no staccato on 
b1/bass 
no staccati on 
b12/sop 
no slur for F-E-
Eb/soprano  
✓ staccati b4/bass 
    
22 1904 
Swan 
Score 
  ▪ staccati – 
b12/sop/except 
first chord 
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▪ slur – b34/F-E-
Eb/sop; 
▪ staccati – 
b4/sop/bass+b3 
 
Belaieff 
1955 
‘revised 
edition’ 
  no staccati in this 
measure 
no slur for F-E-
Eb/soprano 
 
    
Muzgiz 
1959 
‘Collected 
Edition’ 
  no stacc. on b12 
no slur on b34 
✓ stacc. on beat 4, 
but bass only 
    
23 1904 
Swan 
Score 
  ▪ staccato – 
b1/chord 
    
Belaieff 
1955 
‘revised 
edition’ 
  no staccato     
Muzgiz 
1959 
‘Collected 
Edition’ 
  no staccato     
24 1904 
Swan 
Score 
  ▪ staccato – 
b1/chord 
▪ 3-note slur – 
b23/F-E-Eb/bass; 
▪ staccati – b23 
▪ 3-note slur – 
b34/F-Eb-D/bass; 
▪ staccati – b4/bass 
    
Belaieff 
1955 
  no staccati in this 
measure 
no slurs in this 
measure 
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‘revised 
edition’ 
Muzgiz 
1959 
‘Collected 
Edition’ 
  no staccati in this 
measure 
no slurs in this 
measure 
 
    
25 1904 
Swan 
Score 
  ▪ 3-note staccati – 
b12/G/bass; 
▪ 4-note slur – 
b34/G-F-Eb-
D/bass; 
▪ staccati – b4/bass 
▪ fz – b1/general ▪ breath mark at the 
end of measure 
  
Belaieff 
1955 
‘revised 
edition’ 
  no 3-note staccato 
bass 
✓ 4-note slur 
✓ staccati on beat 
4/bass 
sfz appears here 
instead of fz 
✓ breath mark   
Muzgiz 
1959 
‘Collected 
Edition’ 
  ✓ 3-note staccato 
on bass 
✓ 4-note slur 
✓ staccati on bass, 
beat 4 
sf appears here instead 
of fz 
✓ breath mark   
26 1904 
Swan 
Score 
  ▪ 3-note stacc. – 
b12/G/bass; 
▪ 4-note slur – 
b34/G-F-Eb-
D/bass; 
▪ staccato – 
b4/bass 
 ▪ breath mark at the 
end of measure 
  
Belaieff 
1955 
‘revised 
edition’ 
  no 3-note staccato 
bass 
✓ 4-note slur 
staccati on beat 
4/bass  
 ✓ breath mark   
Muzgiz 
1959 
  no 3-note staccato 
bass 
✓ 4-note slur 
 ✓ breath mark   
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‘Collected 
Edition’ 
no staccato on bass, 
beat 4 
27 1904 
Swan 
Score 
  ▪ staccati – 
b12/bass; 
▪ staccati – 
b34/sop; 
▪ 4-note slur – 
b34/G-F-Eb-
D/bass; 
▪ staccati – b4/bass 
 
▪ p – b34/general    
Belaieff 
1955 
‘revised 
edition’ 
  no staccati on beats 
1 & 2 of bass 
no staccati on 
soprano 
✓ 4-note slur 
✓ staccati on 
b4/bass 
✓ p     
Muzgiz 
1959 
‘Collected 
Edition’ 
  ✓ staccati on bass, 
b124 (except first 
G) 
no staccati on 
soprano 
✓ 4-note slur in bass 
 
✓ p    
28 1904 
Swan 
Score 
  ▪ staccati – all of 
soprano; 
▪ 4-note slurs – 
b1234/G-F-Eb-
D/bass; 
▪ staccati – 
b24/bass 
 
▪ cresc. hairpin – b1234 
to next measure 
   
Belaieff 
1955 
‘revised 
edition’ 
  no staccati 
soprano/bass 
no 4-note slurs 
✓ cresc. hairpin (but 
begins on b2) 
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Muzgiz 
1959 
‘Collected 
Edition’ 
  no staccati on 
soprano/bass 
no 4-note slurs 
 
✓ cresc. hairpin (but 
begins on b2) 
   
29 1904 
Swan 
Score 
  ▪ staccati – all of 
bass 
▪ 3-note slur – 
b134/sop. 
f – general  ▪ RH4 – 
b2/Eb/sop; 
▪ RH1 
bracketed – 
b2/G-A/alt 
 
Belaieff 
1955 
‘revised 
edition’ 
  no staccati in the 
bass 
✓ 3-note slur 
    
Muzgiz 
1959 
‘Collected 
Edition’ 
  no staccati in the 
bass 
✓ 3-note slurs on 
beats 1, 3, 4 
✓  f  no RH4 
✓ RH1 
bracketed 
 
30 1904 
Swan 
Score 
  ▪ 3-note slur – 
b134/soprano 
(already in print is 
beat 2) 
    
Belaieff 
1955 
‘revised 
edition’ 
  ✓ 3-note slurs on 
beats 1, 3, 4 
(already in print is 
beat 2) 
    
Muzgiz 
1959 
‘Collected 
Edition’ 
  ✓ 3-note slurs on 
beats 1, 3, 4 
(already in print is 
beat 2) 
    
32 1904 
Swan 
Score 
  ▪ phrase-slur→ – 
b1234 to next 
measure/sop/begi
n on beat 1, on B 
    
Belaieff 
1955 
  no phrase-slur     
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‘revised 
edition’ 
Muzgiz 
1959 
‘Collected 
Edition’ 
  no phrase-slur     
33 1904 
Swan 
Score 
  ▪ staccato – 
b1/C/soprano 
▪ slur – 
b1/C/soprano 
▪ fz – b1/general; 
▪ decresc hairpin – 
b1234 
  ▪ con poco 
Pedale 
Belaieff 
1955 
‘revised 
edition’ 
  no staccato 
no slur 
sf instead of fz 
✓ decresc hairpin 
  ✓ con poco 
Ped. 
Muzgiz 
1959 
‘Collected 
Edition’ 
  no staccato 
no slur 
sf instead of fz 
✓ decresc hairpin 
  no con poco 
Pedale 
35 1904 
Swan 
Score 
  ▪ phrase-slur→ – 
b1234 to next 
measure 
▪ mp – b1/general    
Belaieff 
1955 
‘revised 
edition’ 
  ✓ phrase-slur→ ✓ mp    
Muzgiz 
1959 
‘Collected 
Edition’ 
  ✓ phrase-slur→ ✓ mp     
36 1904 
Swan 
Score 
  ▪ slur – 
b12/Eb/sop; 
▪ 2-note slur – 
b34/G-C/sop; 
  ▪ RH5 – 
b4/D/sop 
▪ (con 
Ped.) – 
top area 
▪ Ped. Ped. 
Ped. – 
bottom 
area 
54 
 
▪ slur→ to next 
measure – 
b4/D/sop 
Belaieff 
1955 
‘revised 
edition’ 
  no slurs in this 
measure 
  no RH5 con Ped. can 
be found at 
the bottom; 
no Ped.3x 
Muzgiz 
1959 
‘Collected 
Edition’ 
  no slurs in this 
measure 
  no RH5 no con Ped. 
no Ped.3x 
37 1904 
Swan 
Score 
  ▪ slur – b123/Bb-
Ab/sop; 
▪ slur→ to next 
measure – 
b4/C/sop 
  ▪ RH43 – 
b123/Bb-
Ab/sop 
 
Belaieff 
1955 
‘revised 
edition’ 
  no slurs in this 
measure 
  no RH43  
Muzgiz 
1959 
‘Collected 
Edition’ 
  no slurs in this 
measure 
  no RH43  
38 1904 
Swan 
Score 
  ▪ slur – 
b12/Eb/sop; 
▪ 2-note slur – 
b34/G-C/sop; 
▪ slur→ to next 
measure – 
b4/D/sop 
   ▪ (con 
Ped.) – 
top area 
▪ Ped. Ped. 
Ped. – 
bottom 
area 
Belaieff 
1955 
‘revised 
edition’ 
  no slurs in this 
measure 
   con Ped. can 
be found at 
the bottom; 
no Ped.3x 
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Muzgiz 
1959 
‘Collected 
Edition’ 
  no slurs in this 
measure 
   no con Ped. 
no Ped.3x 
39 1904 
Swan 
Score 
  ▪ slur – b12/Bb-
Ab/sop; 
▪ 2-note slur – 
b34/Bb-D/sop 
▪ slur→ to next 
measure – 
b4/F/sop 
    
Belaieff 
1955 
‘revised 
edition’ 
  no slurs in this 
measure 
    
Muzgiz 
1959 
‘Collected 
Edition’ 
  no slurs in this 
measure 
    
40 1904 
Swan 
Score 
  ▪ slur – b12/Ab-
G/sop; 
▪ 2-note slur – 
b34/Ab-C/sop/alt 
 
    
Belaieff 
1955 
‘revised 
edition’ 
  no slurs in this 
measure 
    
Muzgiz 
1959 
‘Collected 
Edition’ 
  no slurs in this 
measure 
    
42 1904 
Swan 
Score 
     ▪ RH231 – 
b23/Ab-Bb-
B/sop; 
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▪ RH41 – 
b4/Eb-
F/sop 
Belaieff 
1955 
‘revised 
edition’ 
     no RH231 
no RH41 
 
Muzgiz 
1959 
‘Collected 
Edition’ 
     no RH231 
no RH41 
 
43 1904 
Swan 
Score 
   ▪ f – b1/general 
▪ pieno voce – 
soprano line 
 ▪ RH1_5 – 
b1/C/sop 
 
Belaieff 
1955 
‘revised 
edition’ 
   ✓ forte 
✓ pieno voce 
 ✓ RH1_5  
Muzgiz 
1959 
‘Collected 
Edition’ 
   ✓ forte 
✓ pieno vose (sic) 
 ✓ RH1_5  
45 1904 
Swan 
Score 
   ▪ diminuendo – top 
area/beat 2~ 
   
Belaieff 
1955 
‘revised 
edition’ 
   ✓ diminuendo – top 
area/beat 2~ 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
   ✓ diminuendo – top 
area/beat 2~ 
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46 1904 
Swan 
Score 
   ▪ p dolce – beat 3/top 
area; 
▪ cresc. hairpin – 
underneath beat 
4/soprano 
   
Belaieff 
1955 
‘revised 
edition’ 
   no dolce, p only – beat 
4/general; 
✓ cres. hairpin at the 
top area 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
   no dolce, p only – beat 
4/general 
✓ cres. hairpin at the 
top area 
   
47 1904 
Swan 
Score 
   ▪ decresc. hairpin – 
beat 1/top of 
soprano; 
▪ cresc. hairpin – beat 
4/below soprano 
▪ crescendo – 
bt4/general 
 LH12 – b34/F-
C/bass 
 
Belaieff 
1955 
‘revised 
edition’ 
   ✓ decresc. hairpin, top 
of soprano 
✓ cresc. hairpin at the 
top area 
✓ cresc. beat4~/general 
 no LH12  
Muzgiz 
1959 
‘Collected 
Edition’ 
   ✓ decresc. hairpin, top 
of soprano 
✓ crescendo hairpin, 
beat4/top of soprano 
✓ cresc. beat4~/general 
area 
 no LH12  
48 1904 
Swan 
Score 
   ▪ decresc. hairpin – 
beat1/on top of 
soprano 
 
 LH2 – 
b1/D/bass 
 
Belaieff 
1955 
   ✓ decresc. hairpin  no LH2  
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‘revised 
edition’ 
Muzgiz 
1959 
‘Collected 
Edition’ 
   ✓ decresc. hairpin  no LH2  
49 1904 
Swan 
Score 
   ▪ diminuendo – 
b3/general 
   
Belaieff 
1955 
‘revised 
edition’ 
   ✓ diminuendo    
Muzgiz 
1959 
‘Collected 
Edition’ 
   ✓ diminuendo    
51 1904 
Swan 
Score 
  ▪ phrase-slur→ – 
b4/D-Eb/soprano 
 ▪ espressivo – b1/on 
top of soprano  
 ▪ Pedale _ 
_ _ _ on 
b1234 
Belaieff 
1955 
‘revised 
edition’ 
  no slur  ✓ espressivo  ✓ Pedale but 
falls on 
beat 2 
Muzgiz 
1959 
‘Collected 
Edition’ 
  no slur  ✓ espressivo  ✓ Ped. but 
falls on 
beat 3  
52 1904 
Swan 
Score 
  ▪  phrase-slur – 
b12/D-C-
Eb/soprano; 
▪ phrase-slur – 
b234/D-Eb-D-C-
Eb/alto (overlap 
sop) 
 ▪ poco calando – 
falls on beat 
1/general 
 ▪ Ped _ _ _ 
_ on 
b1234 
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▪ slurs – b12 & 
b34/accompanim
ent/bass 
▪ phrase-slur→ – 
b4/D-Eb/soprano 
 
Belaieff 
1955 
‘revised 
edition’ 
  no soprano 
phrase-slur 
no alto phrase-slur 
no accompaniment 
slurs/bass 
no soprano phrase-
slur→ 
 diminuendo (general) 
and allargando (sop) 
appear here instead of 
poco calando 
 ✓ _ _ _ _ _ 
(continuati
on of 
pedal from 
previous 
measure) 
Muzgiz 
1959 
‘Collected 
Edition’ 
  no soprano 
phrase-slur 
no alto phrase-slur 
no accompaniment 
slurs/bass 
no soprano phrase-
slur→ 
 only allargando 
appears here on top of 
soprano 
 ✓ _ _ _ _ _ 
(continuati
on of 
pedal from 
previous 
measure) 
53 1904 
Swan 
Score 
  ▪ phrase-slur – 
b1234/soprano 
▪ slur – 
b34/accompanim
ent/bass 
 ▪ tranquillo – 
b1/general 
  
Belaieff 
1955 
‘revised 
edition’ 
  no soprano 
phrase-slur 
no accompaniment 
slur/bass 
 molto tranquillo 
appears here instead 
  
Muzgiz 
1959 
‘Collected 
Edition’ 
  no soprano 
phrase-slur 
no accompaniment 
slur/bass 
 molto tranquillo 
appears here instead 
  
 1904 
Swan 
Score 
  sempre legato – 
b1/general 
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Belaieff 
1955 
‘revised 
edition’ 
  no sempre legato     
Muzgiz 
1959 
‘Collected 
Edition’ 
  no sempre legato     
56 1904 
Swan 
Score 
  ▪ legatissimo – 
b4/soprano/overl
aps to next 
measure 
 ▪ espressivo – 
b1/soprano 
  
Belaieff 
1955 
‘revised 
edition’ 
  no legatissimo  poco espressivo appears 
here, falls on beat 2 
  
Muzgiz 
1959 
‘Collected 
Edition’ 
  no legatissimo  poco espressivo appears 
here, falls on beat 2 
  
57 1904 
Swan 
Score 
  ▪ legatissimo – 
from previous 
measure 
▪ accent – 
b3/Db/tenor/look
s like a small 
hairpin 
    
Belaieff 
1955 
‘revised 
edition’ 
  no legatissimo from 
previous measure 
no accent/hairpin 
    
Muzgiz 
1959 
‘Collected 
Edition’ 
  no legatissimo from 
previous measure 
no accent/hairpin 
    
61 
 
58 1904 
Swan 
Score 
  ▪ accent – 
b3/Cb/tenor/look
s like a small 
hairpin 
 ▪ poco a poco a 
tempo – b1/soprano 
area 
  
Belaieff 
1955 
‘revised 
edition’ 
  no accent/hairpin  no poco a poco a tempo   
Muzgiz 
1959 
‘Collected 
Edition’ 
  no accent/hairpin  no poco a poco a tempo   
59  
 
(Ending 
2.) 
1904 
Swan 
Score 
8 - -  on F#-D#/last 
16th of b3 and first 
of b4 
      
Belaieff 
1955 
‘revised 
edition’ 
not corrected       
Muzgiz 
1959 
‘Collected 
Edition’ 
not corrected       
60 1904 
Swan 
Score 
    ▪ a tempo – 
b1/soprano area 
  
Belaieff 
1955 
‘revised 
edition’ 
    ✓ a tempo   
Muzgiz 
1959 
‘Collected 
Edition’ 
    ✓ a tempo   
62 
 
61 1904 
Swan 
Score 
  ▪ 3-note slur – 
b12/soprano 
▪ 3-note slur – 
b23/soprano 
▪ 3-note slur – 
b34/alto 
▪ 3-note slur→ – 
b4/G#/alto/overla
ps to next 
measure: G#-B-C 
▪ cresc. hairpin – 
b23/G#-B/soprano 
   
Belaieff 
1955 
‘revised 
edition’ 
  ✓ 3-note slur b12 
soprano 
✓ 3-note slur b23 
soprano 
✓ 3-note slur alto 
✓ 3-note slur→ G#-
B-C 
✓ cresc. hairpin on 
soprano 
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
  ✓ 3-note slur b12 
soprano 
✓ 3-note slur b23 
soprano 
✓ 3-note slur alto 
no 3-note slur→ 
G#-B-C 
no cresc. hairpin    
62 1904 
Swan 
Score 
  ▪ 3-note-slur – 
b1/B-C 
▪ slurs – b12 & 
b34/accompanim
ent/bass 
    
Belaieff 
1955 
‘revised 
edition’ 
  ✓ 3-note-slur 
no accompaniment 
slurs/bass 
 
    
Muzgiz 
1959 
‘Collected 
Edition’ 
  no 3-note-slur 
no accompaniment 
slurs/bass 
 
    
63 
 
63 1904 
Swan 
Score 
  ▪ 3-note slur – 
b12/B-C-A/sop 
▪ 3-note slur – 
b23/G#-B-C/sop 
▪ phrase-slur→ – 
b34/alto 
[N.B. There appears 
to be no 
continuation of this 
phrase-slur→ in the 
next measure] 
p – b1/general    
Belaieff 
1955 
‘revised 
edition’ 
  ✓ 3-note slurs – B-C-
A/G#-B-C 
no alto phrase-
slur→on b34 
✓ p    
Muzgiz 
1959 
‘Collected 
Edition’ 
  ✓ 3-note slurs – B-C-
A/G#-B-C 
no alto phrase-
slur→ but a 3-note 
slur on b34/B-C-
A/alto 
✓ p    
65 1904 
Swan 
Score 
     ▪ tenebroso – 
b1/general/on top of 
pianissimo 
▪ egualamente – 
b34/general/over to 
next measure 
  
Belaieff 
1955 
‘revised 
edition’ 
    ✓ tenebroso 
 
equalamento appears 
on beat 3 
  
Muzgiz 
1959 
‘Collected 
Edition’ 
    ✓ tenebroso  
 
equalamento appears 
on beat 2 
  
64 
 
71 1904 
Swan 
Score 
  ▪ staccato on the 
last chord of the 
right hand 
   ▪ Ped – b1 
 
Belaieff 
1955 
‘revised 
edition’ 
  no staccato    ✓ Ped  
Muzgiz 
1959 
‘Collected 
Edition’ 
  no staccato    ✓ Ped  
73 1904 
Swan 
Score 
   ▪ p – b1/bass    
Belaieff 
1955 
‘revised 
edition’ 
   no p    
Muzgiz 
1959 
‘Collected 
Edition’ 
   ✓ p on bass    
75-76 1904 
Swan 
Score 
There is an asterisk on top of the beginning of measure 75, underneath of which is an opening bracket; the bracket closes at the end of measure 76.  I 
believe this is to say to omit mm. 75-7. These two measures are almost identical to mm. 73-74, a near-verbatim repetition of the same material. 
 
Belaieff 
1955 
‘revised 
edition’ 
No omission of mm. 75-76. 
Muzgiz 
1959 
‘Collected 
Edition’ 
No omission of mm. 75-76. 
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77 1904 
Swan 
Score 
▪ Uses the symbol 
 to mark a 
correction: beat 3, 
first A is changed 
to A# 
      
Belaieff 
1955 
‘revised 
edition’ 
correction made       
Muzgiz 
1959 
‘Collected 
Edition’ 
correction made       
79 1904 
Swan 
Score 
   ▪ f – b1/general   ▪ Ped – b1 
Belaieff 
1955 
‘revised 
edition’ 
   ✓ f    ✓ Ped  
Muzgiz 
1959 
‘Collected 
Edition’ 
   ✓ f   ✓ Ped but 
slightly 
moved to 
misalign 
from C#, 
beat 1 
81 
 
 
1904 
Swan 
Score 
  ▪ 2-note slurs – 
b1234, all 
accompaniment 
figures 
▪ mf – b1/general    
Belaieff 
1955 
‘revised 
edition’ 
  no 2-note-slurs ✓ mf    
Muzgiz 
1959 
  no 2-note-slurs ✓ mf    
66 
 
‘Collected 
Edition’ 
83 1904 
Swan 
Score 
 ▪ crosses out the 
first 16th note and 
16th rest, replaces 
them with an 8th 
rest, b1. 
 
This appears on top 
of 8th rest. 
    
Belaieff 
1955 
‘revised 
edition’ 
 correction made      
Muzgiz 
1959 
‘Collected 
Edition’ 
 correction made      
84 1904 
Swan 
Score 
 ▪ In the first 2-note 
slur chord figure, 
there is a tie that 
connects both B’s. 
   ▪ RH1231231
23451234 – 
b1234/E#-
F#-G# 
etc./sopran
o 
 
Belaieff 
1955 
‘revised 
edition’ 
 no tie; second B is 
omitted 
(the symbol x is 
used to mark the 
correction) 
   no 
RH123123123
451234 
 
Muzgiz 
1959 
‘Collected 
Edition’ 
 no tie; second B is 
omitted 
(the symbol x is 
used to mark the 
correction) 
   ✓ RH[123]123
123451234 
(omitted first 
three) 
 
85 1904 
Swan 
Score 
     ▪ RH2341 – 
b34/E#-F#-
G#-
A/soprano 
con Ped. – 
b1 
67 
 
Belaieff 
1955 
‘revised 
edition’ 
     ✓ RH2341 ✓ con pedale  
Muzgiz 
1959 
‘Collected 
Edition’ 
     ✓ RH2341 ✓ con pedale  
86 1904 
Swan 
Score 
courtesy natural 
sign on E octave – 
second chord of RH 
     ▪ Ped. – b1 
Belaieff 
1955 
‘revised 
edition’ 
✓ natural sign      ✓ no Ped. 
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ natural sign      ✓ no Ped. 
89 1904 
Swan 
Score 
▪ courtesy natural 
sign on A – 
b3/soprano 
      
Belaieff 
1955 
‘revised 
edition’ 
✓ natural sign       
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ natural sign       
92 1904 
Swan 
Score 
      ▪ senza 
pedale – 
on top of 
LH 
68 
 
Belaieff 
1955 
‘revised 
edition’ 
      ✓ senza 
pedale  
Muzgiz 
1959 
‘Collected 
Edition’ 
      ✓ senza 
pedale 
94 1904 
Swan 
Score 
  ▪ accent – 
b3/D/bass 
▪ slur –b34/bass 
   ▪ Ped – b3 
Belaieff 
1955 
‘revised 
edition’ 
  no accent 
no slur on bass 
   no Ped 
Muzgiz 
1959 
‘Collected 
Edition’ 
  no accent 
no slur on bass 
   no Ped 
95 1904 
Swan 
Score 
  ▪ slur – b1234/bass 
▪ slur→ – 
b34/soprano 
  ▪ LH3 – 
b4/G/bass 
 
Belaieff 
1955 
‘revised 
edition’ 
  no slur on bass 
✓ slur→ on b34/alto 
  no LH3  
Muzgiz 
1959 
‘Collected 
Edition’ 
  ✓ slur on bass 
✓ slur→ – on 
b34/alto 
  no LH3  
96 1904 
Swan 
Score 
  ▪ slur – 
b1234/C#-D/alto 
(including the tied 
dotted half note) 
  ▪ LH14 – 
b1/F#-
F#/bass 
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Belaieff 
1955 
‘revised 
edition’ 
  ✓ slur – b1/alto 
(not including tied 
note) 
  no LH14  
Muzgiz 
1959 
‘Collected 
Edition’ 
  ✓ slur – b1234 
(including the tied 
dotted half note) 
  no LH14  
97 1904 
Swan 
Score 
   ▪ cresc. hairpin – 
b34/general area 
   
Belaieff 
1955 
‘revised 
edition’ 
   ✓ cresc. hairpin    
Muzgiz 
1959 
‘Collected 
Edition’ 
   ✓ cresc. hairpin    
98 1904 
Swan 
Score 
  ✓ accent & marcato 
– b3/E/bass 
▪ decresc. hairpin – 
b12/general area 
  ▪ Ped – b3 
Belaieff 
1955 
‘revised 
edition’ 
  no accent/marcato ✓ decresc. hairpin on 
b12 
  no Ped 
Muzgiz 
1959 
‘Collected 
Edition’ 
  no accent/marcato ✓ decres. hairpin on 
b12 
  no Ped 
99 1904 
Swan 
Score 
▪ added half note 
Eb on tenor voice, 
beat12 
 ▪ slur – b1234/bass 
▪ slur→ – b34/alto 
(not continued in 
next measure) 
   ▪ con Ped. 
– 
b1/general 
area (not 
below) 
70 
 
Belaieff 
1955 
‘revised 
edition’ 
✓ Eb half note 
added 
 ✓ slur on bass 
no slur→ on alto 
   no con Ped. 
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ Eb half note 
added 
 ✓ slur on bass 
no slur→ on alto 
   no con Ped. 
100, 
101, 
103, & 
104 
1904 
Swan 
Score 
   ▪ cresc. hairpin – 
b1/general area 
   
Belaieff 
1955 
‘revised 
edition’ 
   ✓ cresc. hairpin    
Muzgiz 
1959 
‘Collected 
Edition’ 
   ✓ cresc. hairpin    
102 1904 
Swan 
Score 
   ▪ cresc. hairpin – 
b1/general area 
 
   
Belaieff 
1955 
‘revised 
edition’ 
   ✓ cresc. hairpin    
Muzgiz 
1959 
‘Collected 
Edition’ 
   no cresc. hairpin    
107 1904 
Swan 
Score 
      ▪ Pedale – 
bt1 
71 
 
Belaieff 
1955 
‘revised 
edition’ 
      ✓ Ped. after 
first chord, 
bt1 
Muzgiz 
1959 
‘Collected 
Edition’ 
      ✓ Ped.after 
first chord, 
bt1 
110-111 1904 
Swan 
Score 
  ▪ accent on every 
chord, beat1234, 
bass 
    
Belaieff 
1955 
‘revised 
edition’ 
  ✓ accents on bass     
Muzgiz 
1959 
‘Collected 
Edition’ 
  ✓ accents on bass     
120-121 1904 
Swan 
Score 
bracket – b3/F/alto  
transferred to tenor 
[presumably same 
applies to m. 121] 
      
Belaieff 
1955 
‘revised 
edition’ 
bracket transferred 
to tenor 
      
Muzgiz 
1959 
‘Collected 
Edition’ 
bracket transferred 
to tenor 
      
122-123 1904 
Swan 
Score 
▪ Add lower F to 
make it an octave 
on bt1 &bt3/bass 
      
72 
 
▪ for m. 123, only 
bt1 
Belaieff 
1955 
‘revised 
edition’ 
correction made       
Muzgiz 
1959 
‘Collected 
Edition’ 
correction made       
124 1904 
Swan 
Score 
Typo: added bass F 
on the F minor 
chord, bt1 
      
Belaieff 
1955 
‘revised 
edition’ 
correction made       
Muzgiz 
1959 
‘Collected 
Edition’ 
correction made       
126 1904 
Swan 
Score 
   ▪ diminuendo – 
bt1/general area 
(starts a bit from the 
previous measure) 
   
Belaieff 
1955 
‘revised 
edition’ 
   ✓ diminuendo (not from 
previous measure) 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
   ✓ diminuendo (not from 
previous measure) 
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127 1904 
Swan 
Score 
▪ Stems inverted up – bt34, 16th notes, RH 
LH, bt34, transferred to lower octave 
     
Belaieff 
1955 
‘revised 
edition’ 
✓ RH stems 
corrected 
✓ LH notes 
transferred 
      
Muzgiz 
1959 
‘Collected 
Edition’ 
RH stems not 
corrected 
✓ LH notes 
transferred 
 
      
128 1904 
Swan 
Score 
▪ added lower Bb octave to RH, bt1 
▪ transferred LH Bb to lower octave, bt1 
▪ transferred bt23 an octave lower, bass 
▪ transferred bt23 an octave higher, 
soprano (8---) 
     
Belaieff 
1955 
‘revised 
edition’ 
all notational 
corrections made 
      
Muzgiz 
1959 
‘Collected 
Edition’ 
all notational 
corrections made 
      
129 1904 
Swan 
Score 
   ▪ diminuendo – 
bt2/general area 
   
Belaieff 
1955 
‘revised 
edition’ 
   ✓ diminuendo    
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Muzgiz 
1959 
‘Collected 
Edition’ 
   ✓ diminuendo    
140-141 1904 
Swan 
Score 
 Alto rhythm 
corrected, bt12 (8th 
and dotted quarter) 
     
Belaieff 
1955 
‘revised 
edition’ 
 Alto rhythm 
corrected 
     
Muzgiz 
1959 
‘Collected 
Edition’ 
 Alto rhythm 
corrected 
     
146 
 
 
 
1904 
Swan 
Score 
▪ Omit Ab from bt1 
chord of RH. 
▪ Omit F from bt3 
chord of RH. 
      
Belaieff 
1955 
‘revised 
edition’ 
✓ Ab omitted 
✓ F not omitted 
      
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ Ab omitted 
✓ F not omitted 
      
147 1904 
Swan 
Score 
Omit D from bt3 
chord of RH. 
 [slurs and staccati, 
cross check with m. 
24] 
    
Belaieff 
1955 
‘revised 
edition’ 
✓ corrected 
 
      
75 
 
 
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ corrected 
 
      
148 1904 
Swan 
Score 
  ▪ 3-note slur – 
b34/soprano 
    
Belaieff 
1955 
‘revised 
edition’ 
  no 3-note slur     
Muzgiz 
1959 
‘Collected 
Edition’ 
  no 3-note slur     
149-150 1904 
Swan 
Score 
  ▪ slur – bt12 of 
right hand 
    
Belaieff 
1955 
‘revised 
edition’ 
  ✓ RH slur, bt12     
Muzgiz 
1959 
‘Collected 
Edition’ 
  ✓ RH slur, bt12     
152-153 1904 
Swan 
Score 
  ▪ slurs – bt12 and 
bt34 of right hand 
    
Belaieff 
1955 
  ✓ RH slurs      
76 
 
‘revised 
edition’ 
Muzgiz 
1959 
‘Collected 
Edition’ 
  ✓ RH slurs      
154 1904 
Swan 
Score 
   ▪ p – b1/general ▪ a tempo – 
b1/soprano area 
  
Belaieff 
1955 
‘revised 
edition’ 
   no p ✓ a tempo    
Muzgiz 
1959 
‘Collected 
Edition’ 
   no p ✓ a tempo    
158 1904 
Swan 
Score 
   ▪ pp – bt1/general 
 
  ▪ una 
corda – 
bt1 
Belaieff 
1955 
‘revised 
edition’ 
   ✓ pp 
 
  ✓ una corda  
Muzgiz 
1959 
‘Collected 
Edition’ 
   ✓ pp 
 
  ✓ una corda  
165 1904 
Swan 
Score 
   ▪ poco crescendo – 
bt1/soprano area 
   
Belaieff 
1955 
   ✓ poco crescendo     
77 
 
‘revised 
edition’ 
Muzgiz 
1959 
‘Collected 
Edition’ 
   no poco crescendo    
166 1904 
Swan 
Score 
   ▪ mp – bt1/general   ▪ tre corde 
– bt1 
Belaieff 
1955 
‘revised 
edition’ 
   ✓ mp    ✓ tre corde 
Muzgiz 
1959 
‘Collected 
Edition’ 
   ✓ mp    ✓ tre corde 
167-168 1904 
Swan 
Score 
   ▪ poco a poco 
crescendo – starts 
on bt4 of m. 
167/general area 
   
Belaieff 
1955 
‘revised 
edition’ 
   ✓ poco a poco 
crescendo, written in 
the bass area 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
   ✓ poco a poco 
crescendo, written in 
the bass area 
   
169-172 1904 
Swan 
Score 
   ▪ crescendo-
decrescendo hairpins 
– bt4 and bt1, 
respectively, soprano 
area 
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Belaieff 
1955 
‘revised 
edition’ 
   ✓ hairpins     
Muzgiz 
1959 
‘Collected 
Edition’ 
   ✓ hairpins     
175 1904 
Swan 
Score 
   ▪ p – bt3/general 
▪ cresc-decresc hairpins 
– bt4 and bt1 of next 
measure 
   
Belaieff 
1955 
‘revised 
edition’ 
   ✓ p    
Muzgiz 
1959 
‘Collected 
Edition’ 
   ✓ p    
176-177 1904 
Swan 
Score 
   ▪ poco crescendo – 
bt 3/general (m. 176 
only) 
▪ cresc-decresc hairpins 
– bt4 and bt1 of next 
measure, soprano 
area (mm. 176-77) 
   
Belaieff 
1955 
‘revised 
edition’ 
   ✓ crescendo only 
no hairpins 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
   ✓ crescendo only 
no hairpins 
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178 1904 
Swan 
Score 
    ▪ cantabile – 
bt1/general  
  
Belaieff 
1955 
‘revised 
edition’ 
    cantando appears here 
instead of cantabile 
  
Muzgiz 
1959 
‘Collected 
Edition’ 
    cantando appears here 
instead of cantabile 
  
179 
 
1904 
Swan 
Score 
   ▪ decresc. hairpin – 
bt34/soprano area 
▪ poco allargando – 
bt2/general 
[a side note can be read 
as, “poco portam”, 
connected by an arrow] 
  
Belaieff 
1955 
‘revised 
edition’ 
   no decresc. hairpin poco allargando is 
replaced by riten. 
  
Muzgiz 
1959 
‘Collected 
Edition’ 
    poco allargando is 
replaced by riten. 
  
180 1904 
Swan 
Score 
    ▪ a tempo – 
bt1/soprano area 
  
Belaieff 
1955 
‘revised 
edition’ 
    piu tranquillo e dolce 
replaces a tempo here 
  
Muzgiz 
1959 
‘Collected 
Edition’ 
    piu tranquillo e dolce 
replaces a tempo here 
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181 1904 
Swan 
Score 
▪ Adds natural sign 
to bt4/G/left 
hand 
      
Belaieff 
1955 
‘revised 
edition’ 
✓ G natural 
corrected 
      
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ G natural 
corrected 
      
183 
 
 
 
1904 
Swan 
Score 
▪ Removes F from 
bt34/left hand 
      
Belaieff 
1955 
‘revised 
edition’ 
✓ F removed       
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ F removed       
184-186 1904 
Swan 
Score 
 Rhythmic value of 
bass/bt34 – 
lengthened & 
voiced; could be 
rubato indication 
almost legibly, 
“bass legatissimo”, 
presumably 
referring to the next 
3 measures 
 
▪ adds an expressive 
hairpin symbol < > on 
first note of the 
triplet, 3rd beat of 
every measure, bass  
(bass legatissimo?) 
Belaieff 
1955 
‘revised 
edition’ 
 Rhythm not 
corrected 
  This < > is replaced by 
espress. 
  
Muzgiz 
1959 
 Rhythm not 
corrected 
  This < > is replaced by 
espress. 
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‘Collected 
Edition’ 
188-189 1904 
Swan 
Score 
    ▪ poco a poco 
accelerando – 
begins on beat 3, 
through all mm.188-
89, bass area 
▪ molto crescendo – 
bt2/general/m. 189 
only 
  
Belaieff 
1955 
‘revised 
edition’ 
    poco a poco piu mosso 
replaces poco a poco 
accelerando, general 
area; 
no molto crescendo 
  
Muzgiz 
1959 
‘Collected 
Edition’ 
    poco a poco piu mosso 
replaces poco a poco 
accelerando, general 
area; 
no molto crescendo 
  
190 1904 
Swan 
Score 
   ff – b3/general ▪ poco a poco 
accelerando – 
begins on beat 1, 
soprano area 
  
Belaieff 
1955 
‘revised 
edition’ 
   ✓ ff but falls on bt 4 ✓ poco a poco 
accelerando  
  
Muzgiz 
1959 
‘Collected 
Edition’ 
    no poco a poco 
accellerando 
  
191 1904 
Swan 
Score 
crossed out notes 
on beat 1, right 
hand 
  ▪ fz – bt1/Db/bass Typo:  
At the very last beat, 
poco a poco 
accelerando in the 
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soprano area is crossed 
out. 
Belaieff 
1955 
‘revised 
edition’ 
beat 1 RH notes 
omitted 
  sfz appears here 
instead of fz 
poco a poco 
accelerando omitted 
  
Muzgiz 
1959 
‘Collected 
Edition’ 
beat 1 RH notes 
omitted 
  sf appears here instead 
of fz 
poco a poco 
accelerando omitted 
  
193-194 1904 
Swan 
Score 
    ▪ Presto – written on 
the lower staff of m. 
194 
 ▪ con 
Pedale – 
beat 
1/m.193 
Belaieff 
1955 
‘revised 
edition’ 
    ✓ Presto velocissimo 
appears in the 
soprano area instead 
  
Muzgiz 
1959 
‘Collected 
Edition’ 
    ✓ Presto velocissimo 
appears in the 
soprano area instead 
  
199 1904 
Swan 
Score 
8ba_I underneath 
first chord of LH 
(the more 
commonly used 
symbol is 8vb) 
      
Belaieff 
1955 
‘revised 
edition’ 
no 8vb       
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ 8_ _I       
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202 1904 
Swan 
Score 
▪ Beat 1 pitches: Db-Bb-F-Db 
▪ Beat 3 pitches:  F-Db-Bb-F 
▪ Beat 4 pitches: Bb-F-G-Bb 
     
Belaieff 
1955 
‘revised 
edition’ 
All pitches 
corrected. 
      
Muzgiz 
1959 
‘Collected 
Edition’ 
All pitches 
corrected. 
      
204  
& 
212 
1904 
Swan 
Score 
▪ Beat 1: Db is 
changed to Eb  
▪ Applies to m. 212, 
but an octave 
higher 
      
Belaieff 
1955 
‘revised 
edition’ 
✓ Db changed to Eb. 
✓ Also m. 212 
      
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ Db changed to Eb. 
✓ Also m. 212 
      
206 1904 
Swan 
Score 
▪ Beat 4: C-Bb is 
changed to E-C. 
      
Belaieff 
1955 
‘revised 
edition’ 
✓ C-Bb is changed 
to E-C. 
      
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ C-Bb is changed 
to E-C. 
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210 1904 
Swan 
Score 
▪ Beat 1 pitches: Db-Bb-F-Db 
▪ Beat 3 pitches:  F-Db-Bb-F 
▪ Beat 4 pitches: Bb-F-G-Bb 
(refer to m. 202) 
     
Belaieff 
1955 
‘revised 
edition’ 
Beat 1: G should be Bb 
Beat 3: G should be Bb 
Beat 4: Db-F should be F-G 
(refer to m. 202) 
     
Muzgiz 
1959 
‘Collected 
Edition’ 
Beat 1: G should be Bb 
Beat 3: G should be Bb 
Beat 4: Db-F should be F-G 
(refer to m. 202) 
     
214-218 1904 
Swan 
Score 
   ▪ f – bt1/gen/m. 214 
▪ p – bt1/gen/m. 215 
▪ f – bt1/gen/m. 216 
▪ p – bt1/gen/m. 217 
▪ f – bt1/gen/m. 218 
▪ crescendo – bt2/m. 
218 
   
Belaieff 
1955 
‘revised 
edition’ 
   ✓ All f’s and p’s added 
to mm. 214-218 
✓ crescendo, but falls 
on beat 3. 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
   ✓All f’s and p’s added 
to mm. 214-218 
✓crescendo, but falls 
on beat 3. 
   
220 1904 
Swan 
Score 
   ▪ ff – bt1/general area    
Belaieff 
1955 
‘revised 
edition’ 
   ✓ ff      
Muzgiz 
1959 
   ✓ ff    
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‘Collected 
Edition’ 
221 
 
1904 
Swan 
Score 
▪ Typo: missing bass-clef added for 
subsequent measure 
▪ Added a whole note Gb in the left hand 
     
Belaieff 
1955 
‘revised 
edition’ 
✓ Bass-clef added; 
Gb added but only a 
quarter value 
      
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ Bass-clef added 
✓ Gb whole note 
added 
      
222 
 
(Intelligib
le writing 
near m. 
223) 
1904 
Swan 
Score 
▪ Added a whole note F in the left hand 
 
▪ Courtesy treble clef for the subsequent 
measure 
 
    ▪ Ped – 
bt4/to 
carry on 
until the 
end of m. 
223 
(tracing 
lines) 
Belaieff 
1955 
‘revised 
edition’ 
F added but only a quarter value; 
no courtesy treble clef 
    no Ped 
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ F whole note 
added; 
no courtesy treble 
clef 
     no Ped 
224 1904 
Swan 
Score 
Beat 4 crossed out, 
correct pitches: G-F-
C-G 
(refer to m. 226) 
 
     
Belaieff 
1955 
Pitches not 
corrected. 
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‘revised 
edition’ 
Muzgiz 
1959 
‘Collected 
Edition’ 
Pitches not 
corrected. 
      
226 1904 
Swan 
Score 
▪ Beat 4: change F 
to G 
      
Belaieff 
1955 
‘revised 
edition’ 
✓ F to G correction 
made 
      
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ F to G correction 
made 
      
228 1904 
Swan 
Score 
   ▪ p – published as pp, 
one p is crossed out 
▪ cresc. is followed by 
tracing lines 
   
Belaieff 
1955 
‘revised 
edition’ 
   It remains to be pp. 
✓ tracing lines in 
subsequent measures 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
   ✓ One p is crossed out. 
no tracing lines in 
subsequent measures 
   
238 
 
1904 
Swan 
Score 
▪ Added a whole 
note C in the right 
hand 
 ▪ accent – on the 
added whole note 
C, beat 1 
 
There appears to be a 
bracket on beat 2, left 
hand, indiscernible as 
to its meaning. 
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Belaieff 
1955 
‘revised 
edition’ 
       
Muzgiz 
1959 
‘Collected 
Edition’ 
       
240-243 1904 
Swan 
Score 
▪ Thinning out the texture—one note of every chord (left hand) is 
crossed out:  
m. 240 – C, Ab, C, C 
m. 241 – Ab, F, Ab, Ab 
m. 242 – Ab, F, Ab, Ab 
m. 244 – Ab, Ab (two beats only) 
    
Belaieff 
1955 
‘revised 
edition’ 
✓ All pitch 
omissions made. 
      
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ All pitch 
omissions made. 
      
244-245 1904 
Swan 
Score 
▪ Omit Ab’s in the 
RH – beat 4 and 
beat 1, mm. 244 
and 245, 
respectively  
     
Belaieff 
1955 
‘revised 
edition’ 
No omission       
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Muzgiz 
1959 
‘Collected 
Edition’ 
No omission       
 
II: Intermezzo. Allegro (1904, 1959); MM 100 to a half note (1904) 
Meas# Edition Pitch Rhythm/ 
Note value 
▪ Articulation Dynamics Tempo/Expressive 
markings 
▪ Fingering Pedal 
1-10 1904 
Swan 
Score 
  ▪ 6-note phrase-
slur→ – mm. 1-
2/b1234 & 
b12/bass 
▪ 4-note phrase-
slur→ – mm. 2-
3/b34 & b12/bass 
▪ 6-note phrase-
slur→ – mm. 3-
4/b34 & 
b1234/bass 
▪ 6-note phrase-
slur→ – mm. 5-
6/b1234 & 
b12/bass 
▪ phrase-slur→ – 
mm. 1-4/tenor 
▪ phrase-slur→ – 
mm. 5-10/tenor 
▪ phrase-slur→ – 
mm. 11-13/tenor 
  ▪ LH bass, per 
bar: 
 
m. 1: 5453 
m. 2: 4553 
m. 3: 4554  
m. 4: 
341/b123 
m. 5: 5435 
m. 6: 4554 
m. 7: 3545 
m. 8: 3545 
m. 9: 4545 
m. 10: 45/b12 
 
Belaieff 
1955 
‘revised 
edition’ 
  All phrasing and 
slurs the same, 
except: 
m. 4/Bb/b4/bass is 
slurred into m. 5 
 
 
 no fingering  
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Muzgiz 
1959 
‘Collected 
Edition’ 
  All phrasing and 
slurs the same, 
except: 
m. 4/Bb/b4/bass is 
slurred into m. 5 
  no fingering  
25/26 1904 
Swan 
Score 
  ▪ martellato – m. 
25/b4/bass area 
    
Belaieff 
1955 
‘revised 
edition’ 
  ✓ martellato  
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
  ✓ martellato, but 
starts on m. 
26/b1/Eb 
    
33 & 37 1904 
Swan 
Score 
   ▪ diminuendo – 
b3/general 
   
Belaieff 
1955 
‘revised 
edition’ 
   ✓ diminuendo 
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
   ✓ diminuendo    
39 1904 
Swan 
Score 
   ▪ correction: added a 
“p” to make it “pp” 
   
Belaieff 
1955 
‘revised 
edition’ 
   correction not made, 
remains “p” 
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Muzgiz 
1959 
‘Collected 
Edition’ 
   correction made: pp 
 
   
97/98 1904 
Swan 
Score 
   ▪ Added ff – b1/general 
area 
▪ (no additional 
markings, see 1955 
and 1959 below) 
   
Belaieff 
1955 
‘revised 
edition’ 
   ✓ added ff 
✓ also added poco a 
poco dimin. sino pp, 
falling on b2 of m. 98 
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
   ✓ added ff 
✓ also added poco a 
poco dimin. sino pp, 
falling on b2 of m. 98 
 
   
103 1904 
Swan 
Score 
   ▪ sempre diminuendo 
– b1/general area 
   
Belaieff 
1955 
‘revised 
edition’ 
   no sempre diminuendo 
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
   no sempre diminuendo 
 
   
124 
(change
s to 3/2 
time 
1904 
Swan 
Score 
▪ omit B in 
chord/b1/LH 
▪ omit A in 
chord/b2/LH 
▪ omit B in 
chord/b3/LH 
    
 
  
  
 RH: 
▪ added 
stems 
▪ added m.d. 
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signatur
e) 
 
notes: 
 
Belaieff 
1955 
‘revised 
edition’ 
✓ all omitted    
 
 ✓ stems 
added 
✓ m.s. added 
 
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ all omitted     ✓ stems 
added 
✓ m.s. added 
 
125 1904 
Swan 
Score 
▪ cross out G in 
chord/b1/LH 
▪ cross out A in 
chord/b2/L 
▪ cross out B in 
chord/b3/LH 
   
 
  
RH: 
▪ added stems 
▪ added 
m.d./m.s. 
 
Belaieff 
1955 
‘revised 
edition’ 
✓ all omitted    
 
 ✓ stems 
added 
✓ m.d./m.s. 
added 
 
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ all omitted     ✓ stems 
added 
✓ m.s. added 
 
128 1904 
Swan 
Score 
 
 
   ▪ ff replaces fff    
Belaieff 
1955 
‘revised 
edition’ 
   ✓ ff replaces fff 
 
   
Muzgiz 
1959 
   remains fff    
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‘Collected 
Edition’ 
 
III: Largo divoto, MM 42 to a quarter note (1904 Swan; “divoto” is crossed out); Largo (1955); Largo divoto (1959) 
 
Meas# Edition Pitch Rhythm/ 
Note value 
Articulation Dynamics Tempo/Expressive 
markings 
Fingering Pedal 
4 Muzgiz 
1959 
‘Collected 
Edition’ 
▪ natural sign on G 
– b4/soprano 
      
1904 
Swan 
Score 
✓ G natural 
corrected 
   
 
   
Belaieff 
1955 
‘revised 
edition’ 
✓ G natural 
corrected 
      
12 Muzgiz 
1959 
‘Collected 
Edition’ 
   ▪ decrescendo hairpin – 
general area 
   
1904 
Swan 
Score 
   ✓ decrescendo hairpin 
 
   
Belaieff 
1955 
‘revised 
edition’ 
   no decrescendo hairpin    
13 Muzgiz 
1959 
‘Collected 
Edition’ 
    ▪ added poco a poco 
agitato e piu mosso – 
soprano area 
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1904 
Swan 
Score 
    
 
✓ poco a poco agitato e 
piu mosso 
  
Belaieff 
1955 
‘revised 
edition’ 
    ✓ poco a poco agitato e 
piu mosso 
  
16 Muzgiz 
1959 
‘Collected 
Edition’ 
    ▪ riten. on beat 3   
1904 
Swan 
Score 
    
 
✓ adds rit.   
Belaieff 
1955 
‘revised 
edition’ 
    ✓ adds rit.   
17 & 18 Muzgiz 
1959 
‘Collected 
Edition’ 
▪ cross out F – RH/b1 
▪ add F – LH/b1 
▪ cross out F from chord – RH/b2 
▪ add F to 32nd note – RH/b2 
  ▪ adds e agitato to piu 
f 
  
1904 
Swan 
Score 
✓ F omitted – RH/b1; 
no F added to LH/b1; 
✓ F omitted – RH/b2 
✓ F added to 32nd note – RH/b2 
  
 
   
Belaieff 
1955 
‘revised 
edition’ 
✓ F omitted – RH/b1; 
no F added to LH/b1; 
✓ F omitted – RH/b2 
F added to 32nd note – RH/b2 
     
19 Muzgiz 
1959 
‘Collected 
Edition’ 
▪ cross out F – RH/b1 
▪ add F – LH/b1 
▪ cross out F from chord – RH/b2 
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Belaieff 
1955 
‘revised 
edition’ 
✓ F omitted – RH/b1; 
no F added to LH/b1; 
✓ F omitted – RH/b2 
 
  
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ F omitted – RH/b1; 
no F added to LH/b1; 
✓ F omitted – RH/b2 
 
     
20-21 1904 
Swan 
Score 
▪ cross out all A5’s and one B5 – right 
hand, from beat 3 of m. 20 until beat 3 of 
m. 21 
  ▪ Meno mosso added 
in the soprano area 
  
Belaieff 
1955 
‘revised 
edition’ 
✓ all A5’s and one B5 omitted, except for 
beat 3’s A5 
  
 
✓ Meno mosso   
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ all A5’s and one B5 omitted, except for 
beat 3’s A5 
  ✓ Meno mosso   
22-23 1904 
Swan 
Score 
▪ cross out all A5’s and one B5 – right 
hand, from beat 3 of m. 20 until beat 2 of 
m. 23 only 
     
Belaieff 
1955 
‘revised 
edition’ 
✓ all A5’s and one B5 omitted   
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ all A5’s and one B5 omitted      
24 1904 
Swan 
Score 
      ▪ Ped. – 
beat 3; 
catch RH’s 
small notes 
(triad) with 
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the pedal 
by drawing 
a line 
Belaieff 
1955 
‘revised 
edition’ 
    
 
  ✓ Ped. 
✓ line 
Muzgiz 
1959 
‘Collected 
Edition’ 
      ✓ Ped.  
✓ line 
25 1904 
Swan 
Score 
▪ courtesy sharp # 
sign on G – 
b3/G/alto 
     ▪ Ped. – 
beat 2; no 
visible line 
like m. 24 
Belaieff 
1955 
‘revised 
edition’ 
✓ courtesy sharp #    
 
  ✓ Ped.  
✓ line 
Muzgiz 
1959 
‘Collected 
Edition’ 
no courtesy sharp # 
on G4 
     ✓ Ped.  
✓ line 
26 
Opening 
bracket 
after 
beat 2, 
closing 
bracket 
right 
before 
m. 29; 
with 
notes 
arrowed 
to the 
1904 
Swan 
Score 
 ▪ tied Bb in the LH, 
beat 3 crossed 
out, replaced by 
16th rest 
 ▪ decrescendo hairpin 
starting around beat 
1 
▪ p replaces PP – beat 3 
   
Belaieff 
1955 
‘revised 
edition’ 
 ✓ no tied Bb in beat 
3 
 no decrescendo hairpin 
✓ p instead of pp 
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
 ✓ no tied Bb in beat 
3 
 no decrescendo hairpin 
✓ p instead of pp 
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side 
space. 
27 1904 
Swan 
Score 
▪ crossed out Eb5 & 
G5 –  b1/RH/32nd 
upbeats; 
▪ crossed out Eb4 
and G4 – b2/32nd 
upbeat; 
▪ add Eb4 & G4 – 
b2/RH 
▪ tied Bb in the LH, 
beats 1 & 3 
crossed out & 
replaced by 16th 
rest 
     
Belaieff 
1955 
‘revised 
edition’ 
✓ Eb5, G5, & Eb4 & 
G4 all omitted 
no tied Bb in beat 
3; but there is a 
tie in beat 1 
  
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ Eb5, G5, & Eb4 & 
G4 all omitted 
no tied Bb in beat 
3; but there is a 
tie in beat 1 
     
28 
Notes 
written 
to the 
side 
space for 
info on 
beat 3 of 
this 
measure
. 
 
1904 
Swan 
Score 
▪ E5 and E6 in the RH, beats 1 & 2, crossed 
out; 
▪ Db2, Db1 and C1 in beat 3 are crossed 
out & replaced by C2-C1 and C3-C2. 
▪ tied Bb in the LH, beat 1 crossed out & 
replaced by 16th rest 
     
Belaieff 
1955 
‘revised 
edition’ 
Eb5 and Eb6 not 
omitted; 
✓ C2-C1 and C3-
C2 
 
no tied Bb in beat 1   
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
Eb5 and Eb6 not 
omitted; 
✓ C2-C1 and C3-
C2 
 
no tied Bb in beat 1      
30 1904 
Swan 
Score 
▪ F3’s in beat 1 & 2 of LH are crossed out; 
to be replaced with Bb2 
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▪ added dyads in beat 2: C4-Ab4, Eb4-C5 & 
Bb3-G4 
▪ cross out F6’s in beats 1 & 2 
▪ add dotted 16th rests for alto in beat 1 & 
2 
Belaieff 
1955 
‘revised 
edition’ 
✓ Bb2’s replaces 
F3’s 
✓ dyads added; 
F6’s not omitted 
✓ dotted 16th rests 
in beats 1 & 2 
  
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
No Bb2’s, F3’s 
remain;  
✓ dyads added; 
F6’s not omitted 
✓ dotted 16th rests 
in beats 1 & 2 
     
33 1904 
Swan 
Score 
▪ cross out G3 – 
b1/LH; with notes
 
  ▪ cresc. – b1/general 
area 
▪ cresc-decresc hairpins 
– beats 2 & 3 
   
Belaieff 
1955 
‘revised 
edition’ 
✓ G3 omitted   ✓ cresc on beat1 
✓ hairpins on b23 
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ G3 omitted   ✓ cresc on beat1 
✓ hairpins on b23 
 
   
34 
notes for 
accident
als 
1904 
Swan 
Score 
▪ Add Bb3 – b2/RH/alto/Eb triad 
▪ added a natural sign on F4 – b2/RH 
▪ crossed out Bb3 – b2/tenor/LH 
▪ see added accidentals of 1955/1959; because of F# and A in 
1905, it sounds more modal 
 
▪ diminuendo – 
b1/general area/ 
▪ added poco on top of 
fermata – b1/RH 
  
Belaieff 
1955 
✓ added Bb3 to b2/alto/RH/tied  
 
✓ poco added   
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‘revised 
edition’ 
▪ added natural sign to F4 and a flat sign to A4, RH/b1 (not in 
1905); Bb7 chord 
▪ added natural sign to F3 and a flat sign to A3, LH/b1 (not in 
1905); Bb7 chord 
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ added Bb3 to b2/alto/RH/tied 
▪ added natural sign to F4 and a flat sign to A4, RH/b1 
▪ added natural sign to F3 and a flat sign to A3, LH/b1 (not in 1905) 
 ✓ poco added   
35 1904 
Swan 
Score 
   ▪ p – b1/general area    
Belaieff 
1955 
‘revised 
edition’ 
   ✓ added p 
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
   ✓ added p    
36 1904 
Swan 
Score 
  ▪ > accent (very 
specifically) on 
Bb5 – b2/RH 
    
Belaieff 
1955 
‘revised 
edition’ 
  no accent     
Muzgiz 
1959 
‘Collected 
Edition’ 
  no accent     
38 1904 
Swan 
Score 
  ▪ ten. is written on 
top of beat 1 of 
RH 
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Belaieff 
1955 
‘revised 
edition’ 
  no ten. but there is 
fermata 
on Eb 
octave 
    
Muzgiz 
1959 
‘Collected 
Edition’ 
  no ten. but there is 
fermata 
on Eb 
octave 
    
40 
 
1904 
Swan 
Score 
▪ Fb4 is lowered to Fb3 – b2/LH 
 
Notes found at the bottom of page 
     
Belaieff 
1955 
‘revised 
edition’ 
✓ Fb4 lowered to 
Fb3 
      
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ Fb4 lowered to 
Fb3 
      
42 
LH & RH: 
asterisks 
signifyin
g to 
check 
side 
notes 
1904 
Swan 
Score 
▪ Crossed out Eb4’s – b12/RH 
▪ added Eb3 to 32nd Eb4 – b2/RH 
▪ added Eb3 – b1/LH 
 
 RH  LH 
   
Belaieff 
1955 
‘revised 
edition’ 
✓ omitted Eb4’s 
✓ added 32nd Eb3 
✓ added LH Eb3 
     
Muzgiz 
1959 
✓ omitted Eb4’s 
✓ added 32nd Eb3 
✓ added LH Eb3 
     
100 
 
‘Collected 
Edition’ 
43 
side 
notes for 
RH 
1904 
Swan 
Score 
▪ crossed out F4’s – 
b12/RH 
▪ added F3 to 32nd 
F4 – b2/RH 
      
Belaieff 
1955 
‘revised 
edition’ 
✓ omitted F4’s 
✓ added F3 
      
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ omitted F4 
✓ added F3 
      
44 1904 
Swan 
Score 
▪ crossed out G4 – 
b1/RH 
▪ added G3 – b1/LH 
      
Belaieff 
1955 
‘revised 
edition’ 
✓ omitted G4; 
 
no G3 in the LH 
      
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ omitted G4; 
 
no G3 in the LH 
      
46 1904 
Swan 
Score 
▪ crossed out all 
B5’s, C5, Cb5 and 
B4’s 
– right hand, from 
beat 3 of m. 45 
until beat 4 of m. 
46   
      
Belaieff 
1955 
‘revised 
edition’ 
✓ B5’s, C5 & Cb5 
omitted 
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Muzgiz 
1959 
‘Collected 
Edition’ 
✓ B5’s, C5 & Cb5 
omitted 
      
47 1904 
Swan 
Score 
▪ crossed out B4’s, 
C5, Cb5 and Cb4 – 
b124/RH 
      
Belaieff 
1955 
‘revised 
edition’ 
B4s, C5, Cb5 and 
Cb4 not omitted 
      
Muzgiz 
1959 
‘Collected 
Edition’ 
B4s, C5, Cb5 and 
Cb4 not omitted 
      
50 1904 
Swan 
Score 
    ▪ allargando – 
b4/soprano area 
  
Belaieff 
1955 
‘revised 
edition’ 
    no allargando   
Muzgiz 
1959 
‘Collected 
Edition’ 
    no allargando   
52 & 53
 
1904 
Swan 
Score 
 ▪ drew lines to 
indicate small 
notes of LH 
should align with 
RH – beats 1 & 2 
     
Belaieff 
1955 
‘revised 
edition’ 
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Muzgiz 
1959 
‘Collected 
Edition’ 
       
56 1904 
Swan 
Score 
▪ added a Db3 – 
b1/LH 
 ▪ > accents – 
b123/tenor line 
▪ f – b1/general area    
Belaieff 
1955 
‘revised 
edition’ 
no Db3 in the LH  no accents no f    
Muzgiz 
1959 
‘Collected 
Edition’ 
no Db3 in the LH   no f    
57 1904 
Swan 
Score 
▪ Added Eb3 – 
b1/LH 
  ▪ crescendo – 
b1/general area 
   
Belaieff 
1955 
‘revised 
edition’ 
no Eb3 in LH   no crescendo    
Muzgiz 
1959 
‘Collected 
Edition’ 
no Eb3 in LH   no crescendo    
58 1904 
Swan 
Score 
▪ added F3 – b1/LH    ▪ espressivo – 
b1/soprano 
▪ diminuendo – 
b2/general area 
  
Belaieff 
1955 
‘revised 
edition’ 
no F3 in LH    ✓ espressivo; 
 
no diminuendo 
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Muzgiz 
1959 
‘Collected 
Edition’ 
no F3 in LH    ✓ espressivo; 
 
no diminuendo 
  
59-60 & 
61-62 
1904 
Swan 
Score 
▪ crossed out all  
D6’s & Eb6 – RH/ 
from beat 3 of m. 
59 until beat 3 of 
m. 60 
      
Belaieff 
1955 
‘revised 
edition’ 
D6’s & Eb6 not 
omitted 
      
Muzgiz 
1959 
‘Collected 
Edition’ 
D6’s & Eb6 not 
omitted 
      
65 1904 
Swan 
Score 
 ▪ crossed out tied 
Eb3 in the LH, 
beat 3, replaced 
by 16th rest  
▪ decrescendo hairpin – 
b1 
▪ p – b3/general area 
   
Belaieff 
1955 
‘revised 
edition’ 
 tie not omitted; 
16th rest not added 
 ✓ decrescendo hairpin, 
but starts a little after 
beat 1 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
 tie not omitted; 
16th rest not added 
 ✓ decrescendo hairpin, 
but starts a little after 
beat 1 
   
66 1904 
Swan 
Score 
▪ crossed out Ab3 and C4 – b1/RH/32nd 
upbeat 
▪ crossed out Ab5 and C6 – b2/RH/32nd 
upbeat  
▪ crossed out tied Eb3 in the LH, beat 1&3, 
replaced by 16th rest 
▪ crossed out 8va--- in the LH 
 
▪ ppp – b2/general 
area 
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▪ drew 8va--- in the RH 
Belaieff 
1955 
‘revised 
edition’ 
✓ Ab3 & C4 32nd upbeats – not omitted; 
✓ Ab5 & C6 32nd upbeats – not omitted; 
Eb3 remains tied & no 16th rest 
     
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ Ab3 & C4 32nd upbeats – not omitted; 
✓ Ab5 & C6 32nd upbeats – not omitted; 
Eb3 remains tied & no 16th rest 
     
67 1904 
Swan 
Score 
▪ crossed out A4 – b1/RH/32nd upbeat 
▪ crossed out A5 – b2/RH/32nd upbeat 
▪ crossed out tied Eb3 in the LH, beat 1, 
replaced by 16th rest 
▪ crossed out tied F1 in the LH, beat 3, 
replaced by 16th rest 
 
 ▪ pp – b2/RH    
Belaieff 
1955 
‘revised 
edition’ 
A4 not omitted; 
A5 not omitted; 
Tie for Eb3 not omitted; 
Tie for F1 not omitted. 
     
Muzgiz 
1959 
‘Collected 
Edition’ 
A4 not omitted; 
A5 not omitted; 
Tie for Eb3 not omitted; 
Tie for F1 not omitted. 
     
68 1904 
Swan 
Score 
▪ crossed out tied Bb1’s in the LH, replaced 
by 16th rest 
 
     
Belaieff 
1955 
‘revised 
edition’ 
Ties for Bb1’s not omitted;      
Muzgiz 
1959 
‘Collected 
Edition’ 
Ties for Bb1’s not omitted;      
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75 1904 
Swan 
Score 
   ▪ pp – b1/general area    
Belaieff 
1955 
‘revised 
edition’ 
   no pp    
Muzgiz 
1959 
‘Collected 
Edition’ 
   no pp    
76
 
1904 
Swan 
Score 
▪ add E4 to chord – 
b4/RH (with a side 
note) 
  ▪ pp – b1/general area    
Belaieff 
1955 
‘revised 
edition’ 
no E4 added   no pp    
Muzgiz 
1959 
‘Collected 
Edition’ 
no E4 added   no pp    
77 1904 
Swan 
Score 
▪ crossed out A3 – 
b1/LH 
  ▪ add p to change to pp 
– b3/general area 
   
Belaieff 
1955 
‘revised 
edition’ 
A3 not omitted   remains p    
Muzgiz 
1959 
‘Collected 
Edition’ 
A3 not omitted   remains p    
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78 1904 
Swan 
Score 
▪ crossed out A2 – b1/LH 
▪ crossed out Ab2 – b2/LH 
▪ crossed out B2’s  – b2&3/LH 
▪ crossed out Db3 – b3/LH; 
 
(B2 of beat 3 has no flat sign–typo?) 
   ▪ added 
stems & 
m.s. – 
b3/LH 
 
 
Belaieff 
1955 
‘revised 
edition’ 
A2, Ab2, B2 and Db3 not omitted; 
(Bb2 instead of B2 in beat 3) 
     
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ A2 omitted; 
Ab2 not omitted; 
B2’s not omitted  
(Bb2 instead of B2 in beat 3); 
(G2 omitted – b2/LH); 
(A2 omitted – b3/LH) 
     
79 1904 
Swan 
Score 
▪ crossed out A3 – b1/LH 
▪ crossed out B3  – b2/LH 
▪ crossed out Db3 – b3/LH; 
 
(Bb3 instead of B3 in beat 3) 
   ▪ added 
stems & 
m.d./m.s. – 
b3/LH 
 
 
Belaieff 
1955 
‘revised 
edition’ 
A3, B3 and Db3 not omitted; 
 
(Bb3 instead of B3 in beat 3) 
     
Muzgiz 
1959 
‘Collected 
Edition’ 
A3 not omitted; 
B3 not omitted; 
(Bb3 instead of B3 in beat 3); 
(G3 omitted – b2/LH); 
(A3 omitted – b3/LH) 
     
80 1904 
Swan 
Score 
▪ crossed out F5 – 
b1/RH 
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Belaieff 
1955 
‘revised 
edition’ 
F5 not omitted       
Muzgiz 
1959 
‘Collected 
Edition’ 
F5 not omitted       
 
IV: Finale. Allegro risoluto, MM 126 to quarter (1904 Swan score, Muzgiz 1959) 
 
 
Meas# Edition Pitch Rhythm/ 
Note value 
Articulation Dynamics Tempo/Expressive 
markings 
Fingering Pedal 
2 1904 
Swan 
Score 
     ▪ LH2341234
5 – all notes 
 
Belaieff 
1955 
‘revised 
edition’ 
    
 
 no LH 
fingering 
 
Muzgiz 
1959 
‘Collected 
Edition’ 
     ✓ LH2341234
5 
 
 
3 1904 
Swan 
Score 
     ▪ LH1 – b1/F3 
▪ LH1 – b2/C3 
 
 
Belaieff 
1955 
‘revised 
edition’ 
    
 
 no LH 
fingering 
 
Muzgiz 
1959 
     ✓ LH1 for F3 
✓ LH1 for C3 
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‘Collected 
Edition’ 
4 1904 
Swan 
Score 
     ▪ LH1 – b1/C3 
▪ LH1 – b2/F2 
 
Belaieff 
1955 
‘revised 
edition’ 
    
 
 no LH 
fingering 
 
Muzgiz 
1959 
‘Collected 
Edition’ 
     ✓ LH1 for C3 
✓ LH1 for F2 
 
6-8 1904 
Swan 
Score 
   ▪ crescendo-
decrescendo hairpins 
with accent on C4 as 
the peak – covers all 
6 beats of mm. 6-8 
   
Belaieff 
1955 
‘revised 
edition’ 
   ✓ hairpins  
✓ accent on C4 
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
   ✓ hairpins  
✓ accent on C4 
 
   
11 1904 
Swan 
Score 
▪ crossed out F4 – 
b1/RH 
▪ crossed out dyad 
Db4+F4 – 
b2/RH/very last 
16th   
    ▪ RH3+1 – beat1/dyad 
F4+Bb4 
▪ RH25 – Bb4 & C5/beats 1&2 
▪ RH1_2_4 – beat2/triad 
Db4+F4+Ab4 
▪ RH3 – Ab4/beat2 
Belaieff 
1955 
‘revised 
edition’ 
✓ F4 omitted 
✓ Db4+F4 omitted 
   
 
 no RH 
fingerings 
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Muzgiz 
1959 
‘Collected 
Edition’ 
✓ F4 omitted 
✓ Db4+F4 omitted 
    no RH 
fingerings 
 
12 1904 
Swan 
Score 
     ▪ RH5 – 
b1/C5 
▪ RH4+2+1 – 
b1/Bbm 
triad 
▪ RH3+2+1 – 
b2/Bbm 
triad 
 
Belaieff 
1955 
‘revised 
edition’ 
    
 
 no RH 
fingerings 
 
Muzgiz 
1959 
‘Collected 
Edition’ 
     no RH 
fingerings 
 
21 1904 
Swan 
Score 
   ▪ piu forte – 
b12/general area 
   
Belaieff 
1955 
‘revised 
edition’ 
   ✓ piu forte    
Muzgiz 
1959 
‘Collected 
Edition’ 
   ✓ piu forte    
25-26 & 
27-28 
1904 
Swan 
Score 
   ▪ decrescendo hairpins 
– mm. 25-26 and mm. 
27-28/soprano areas 
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▪ “left hand crescendo” 
inscribed – bass 
area/mm. 25-26 
Belaieff 
1955 
‘revised 
edition’ 
   no hairpins; 
no inscription; 
crescendo in the gen. 
area of m. 25 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
   no hairpins; 
no inscription; 
crescendo in the gen. 
area of m. 25 
   
29 1904 
Swan 
Score 
   ▪ f – b1/bass area    
Belaieff 
1955 
‘revised 
edition’ 
   f is found in the general 
area instead 
(this is a significant 
deviation!) 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
   f is found in the general 
area instead 
(this is a significant 
deviation!) 
   
31 1904 
Swan 
Score 
   ▪ adds “subito” to p 
marking in the bass 
area 
   
Belaieff 
1955 
‘revised 
edition’ 
   ✓ subito 
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
   ✓ subito    
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33 1904 
Swan 
Score 
▪ crossed out E5 – 
b1/RH
 
  ▪ Forte risoluto – 
b1/soprano area 
   
Belaieff 
1955 
‘revised 
edition’ 
E5 not omitted   ✓ forte risoluto 
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
E5 not omitted   ✓ forte risoluto 
 
   
36 1904 
Swan 
Score 
      ▪ Ped. x – 
b12 
Belaieff 
1955 
‘revised 
edition’ 
    
 
  ✓ Ped. x – 
b12 
Muzgiz 
1959 
‘Collected 
Edition’ 
      ✓ Ped. x – 
b12 
47 1904 
Swan 
Score 
▪ crossed out C3 – 
b2/LH 
   ▪ allargando – 
b12/soprano area 
  
Belaieff 
1955 
‘revised 
edition’ 
C3 not omitted    
 
no allargando   
Muzgiz 
1959 
‘Collected 
Edition’ 
C3 not omitted    no allargando   
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48 1904 
Swan 
Score 
    ▪ crossed out riten.   
Belaieff 
1955 
‘revised 
edition’ 
    
 
riten. not omitted   
Muzgiz 
1959 
‘Collected 
Edition’ 
    riten. not omitted   
49 1904 
Swan 
Score 
    ▪ a tempo – 
b2/soprano area 
  
Belaieff 
1955 
‘revised 
edition’ 
    
 
no a tempo   
Muzgiz 
1959 
‘Collected 
Edition’ 
    no a tempo   
58-59 1904 
Swan 
Score 
    ▪ crossed out poco 
meno mosso e 
religioso 
▪ added piano simplice 
– general area 
  
Belaieff 
1955 
‘revised 
edition’ 
    
 
✓ poco meno mosso e 
religioso omitted 
✓ piano simplice added 
  
Muzgiz 
1959 
‘Collected 
Edition’ 
    ✓ poco meno mosso e 
religioso omitted 
✓ piano simplice added 
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87 1904 
Swan 
Score 
▪ tied and added 
Ab4 – b12/alto 
line 
 
     
Belaieff 
1955 
‘revised 
edition’ 
no tied Ab4    
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
no tied Ab4       
88 1904 
Swan 
Score 
▪ added Ab4 – 
b1/alto line 
      
Belaieff 
1955 
‘revised 
edition’ 
no added Ab4    
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
no added Ab4       
90 1904 
Swan 
Score 
▪ crossed out Ab2 – 
b1/LH 
▪ crossed out C3’s – 
b2/LH 
      
Belaieff 
1955 
‘revised 
edition’ 
✓ Ab2 omitted 
✓ C3’s omitted 
   
 
   
Muzgiz 
1959 
✓ Ab2 omitted 
✓ C3’s omitted 
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‘Collected 
Edition’ 
91 1904 
Swan 
Score 
▪ crossed out C3’s – 
b1/LH 
▪ crossed out Db3’s 
– b2/LH 
      
Belaieff 
1955 
‘revised 
edition’ 
✓ C3’s omitted 
✓ Db3’s omitted 
   
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ C3’s omitted 
✓ Db3’s omitted 
      
92 1904 
Swan 
Score 
▪ crossed out B2 
from triad – 
b1/LH 
▪ crossed out D3’s – 
b2/LH 
      
Belaieff 
1955 
‘revised 
edition’ 
✓ B2 omitted 
✓ D3’s omitted 
   
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ B2 omitted 
✓ D3’s omitted 
      
93 1904 
Swan 
Score 
▪ crossed out D3’s – 
b1/LH 
▪ crossed out Eb3’s 
– b2/LH 
      
Belaieff 
1955 
‘revised 
edition’ 
✓ D3’s omitted 
✓ Eb3’s omitted 
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Muzgiz 
1959 
‘Collected 
Edition’ 
✓ D3’s omitted 
✓ Eb3’s omitted 
      
94 1904 
Swan 
Score 
▪ crossed out D3 
from triad – 
b1/LH 
      
Belaieff 
1955 
‘revised 
edition’ 
✓ D3 omitted    
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ D3 omitted       
104 1904 
Swan 
Score 
    ▪ espressivo – 
b1/soprano 
  
Belaieff 
1955 
‘revised 
edition’ 
    
 
✓ espressivo   
Muzgiz 
1959 
‘Collected 
Edition’ 
    ✓ espressivo   
106 1904 
Swan 
Score 
▪ crossed out D4 – 
b1/RH/alto 
    ▪ RH41 – 
b1/B4+D3 
▪ RH3 – 
b1/F#5 
 
Belaieff 
1955 
‘revised 
edition’ 
✓ D4 omitted    
 
 no RH41; 
no RH3 
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Muzgiz 
1959 
‘Collected 
Edition’ 
✓ D4 omitted     no RH41; 
no RH3 
 
107 1904 
Swan 
Score 
▪ crossed out B3 – 
b1/LH 
      
Belaieff 
1955 
‘revised 
edition’ 
✓ B3 omitted    
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ B3 omitted       
110-111 1904 
Swan 
Score 
▪ crossed out Fb3’s 
– b1/LH 
▪ crossed out Fb4’s 
– b2/LH 
      
Belaieff 
1955 
‘revised 
edition’ 
✓ Fb3’s omitted 
✓ Fb4’s omitted 
   
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ Fb3’s omitted 
✓ Fb4’s omitted 
      
112 1904 
Swan 
Score 
▪ crossed out Fb3 – 
b1/LH 
      
Belaieff 
1955 
‘revised 
edition’ 
✓ Fb3 omitted    
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Muzgiz 
1959 
‘Collected 
Edition’ 
✓ Fb3 omitted       
113 1904 
Swan 
Score 
▪ crossed out Eb3 – 
b1/LH  
      
Belaieff 
1955 
‘revised 
edition’ 
✓ Eb3 omitted    
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ Eb3 omitted       
114 1904 
Swan 
Score 
▪ crossed out C5’s – 
b1/RH 
▪ crossed out Eb3’s 
– b2/LH 
      
Belaieff 
1955 
‘revised 
edition’ 
C5’s not omitted; 
✓ Eb2’s omitted 
   
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ C5’s omitted 
✓ Eb3’s omitted 
      
115 1904 
Swan 
Score 
▪ tied F3’s and Bb2’s (w/ what appears to 
be a question mark)  
 
     
Belaieff 
1955 
no tie, no F3’s; 
no tie for Bb2’s 
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‘revised 
edition’ 
Muzgiz 
1959 
‘Collected 
Edition’ 
no tie, no F3’s; 
no tie for Bb2’s 
      
116 1904 
Swan 
Score 
▪ crossed out F1, replaced with Ab1 (w/ 
what appears to be a question mark) 
 
     
Belaieff 
1955 
‘revised 
edition’ 
✓ Ab1 correction 
made 
   
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ Ab1 correction 
made 
      
123 1904 
Swan 
Score 
   ▪ ff – b1/soprano area 
▪ diminuendo – 
b2/soprano 
area/until m. 25 
   
Belaieff 
1955 
‘revised 
edition’ 
   ✓ ff 
✓ diminuendo, but 
placed oin the 
general area 
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
   ✓ ff 
✓ diminuendo, but 
placed in the general 
area 
   
124-127 1904 
Swan 
Score 
   ▪ diminuendo spread 
across mm. 124-7 
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Belaieff 
1955 
‘revised 
edition’ 
   no diminuendo 
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
   no diminuendo 
 
   
133 1904 
Swan 
Score 
   ▪ diminuendo – 
b2/soprano area 
   
Belaieff 
1955 
‘revised 
edition’ 
   ✓ diminuendo, but 
placed in the general 
area and on b1 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
   ✓ diminuendo, but 
placed in the general 
area and on b1 
   
164 1904 
Swan 
Score 
     ▪ bracket and 
m.d. over 
Db4-G4-A4 
 
Belaieff 
1955 
‘revised 
edition’ 
    
 
 no bracket, 
no m.d. 
 
Muzgiz 
1959 
‘Collected 
Edition’ 
     no bracket, 
no m.d. 
 
201 1904 
Swan 
Score 
▪ added Eb5 – 
b1/RH 
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Belaieff 
1955 
‘revised 
edition’ 
no Eb5    
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
no Eb5       
211-212 1904 
Swan 
Score 
  m. 211: 
▪ wavy line for 
arpeggiation – 
b1/Cb octave/LH 
m. 212: 
▪ wavy lines for 
arpeggiation – 
b12/F and D 
octaves/LH 
    
Belaieff 
1955 
‘revised 
edition’ 
  ✓ all wavy lines  
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
  ✓ all wavy lines     
247 1904 
Swan 
Score 
  ▪ tenuto line – 
b1/Gb1/bass line 
▪ pp – b2/bass 
line/LH/ossia & 
regular 
   
Belaieff 
1955 
‘revised 
edition’ 
  no tenuto line no pp 
 
   
Muzgiz 
1959 
  no tenuto line no pp    
121 
 
‘Collected 
Edition’ 
249 1904 
Swan 
Score 
   ▪ pp – b1/soprano 
line/RH/ossia version 
only 
 ▪ LH4_3 – 
b2/Gb3/LH/
ossia 
version only 
 
Belaieff 
1955 
‘revised 
edition’ 
    
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
       
250-251 1904 
Swan 
Score 
 ▪ crossed out tied 
Db4 (including tie) 
– 
b12/LH/tenor/oss
ia version only 
     
Belaieff 
1955 
‘revised 
edition’ 
 tied Db4 not 
omitted 
  
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
 tied Db4 not 
omitted 
     
278 1904 
Swan 
Score 
▪ crossed out Bb4 
(with sidenote) 
      
Belaieff 
1955 
‘revised 
edition’ 
✓ Bb4 omitted    
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Muzgiz 
1959 
‘Collected 
Edition’ 
✓ Bb4 omitted       
279 1904 
Swan 
Score 
  ▪ accent on chord – 
b2/RH 
    
Belaieff 
1955 
‘revised 
edition’ 
  no accent  
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
  no accent     
281 1904 
Swan 
Score 
   ▪ p – b2/general area    
Belaieff 
1955 
‘revised 
edition’ 
   ✓ p added 
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
   ✓ p added    
282 1904 
Swan 
Score 
   ▪ crescendo hairpin – 
b12/bass line 
   
Belaieff 
1955 
‘revised 
edition’ 
   ✓ crescendo hairpin 
transferred to general 
area 
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Muzgiz 
1959 
‘Collected 
Edition’ 
   ✓ crescendo hairpin 
transferred to general 
area 
 
   
283 1904 
Swan 
Score 
  ▪ accent on chord – 
b2/RH 
▪ accent on Gb4 – 
b2/LH 
    
Belaieff 
1955 
‘revised 
edition’ 
  ✓ accent on chord 
no accent on Gb4 
 
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
  ✓ accent on chord 
no accent on Gb4 
    
284 1904 
Swan 
Score 
   ▪ crescendo – 
b1/general area 
   
Belaieff 
1955 
‘revised 
edition’ 
   ✓ crescendo  
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
   ✓ crescendo     
285 1904 
Swan 
Score 
   ▪ p – b2/general area    
Belaieff 
1955 
‘revised 
edition’ 
   ✓ p  
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Muzgiz 
1959 
‘Collected 
Edition’ 
   ✓ p     
286 1904 
Swan 
Score 
   ▪ crescendo hairpin – 
b12/bass line 
   
Belaieff 
1955 
‘revised 
edition’ 
   ✓ crescendo hairpin 
transferred to general 
area 
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
   ✓ crescendo hairpin 
transferred to general 
area 
 
   
288 1904 
Swan 
Score 
▪ added E5 – 
b1/2nd 8th 
note/LH 
▪ crossed out G#4’s 
– b2/LH 
 
      
Belaieff 
1955 
‘revised 
edition’ 
✓ E5 added 
✓ G#4’s omitted 
   
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ E5 added 
✓ G#4’s omitted 
      
289 1904 
Swan 
Score 
▪ crossed out G#4 
and G#3 – b1/LH 
  ▪ diminuendo – 
b2/general area 
   
Belaieff 
1955 
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‘revised 
edition’ 
Muzgiz 
1959 
‘Collected 
Edition’ 
       
290 1904 
Swan 
Score 
▪ crossed out E#4 – 
b1/LH 
      
Belaieff 
1955 
‘revised 
edition’ 
✓ E#4 not omitted    
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ E#4 not omitted       
291 1904 
Swan 
Score 
   ▪ meno f e espressivo     
Belaieff 
1955 
‘revised 
edition’ 
   ✓ meno f e espressivo  
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
   ✓ mf ed espressivo     
296 1904 
Swan 
Score 
▪ added D3 – b1/2nd 
8th note/LH 
▪ crossed out G#4’s 
– b2/LH 
      
Belaieff 
1955 
✓ no D3 added (but 
enclosed E3 
instead) 
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‘revised 
edition’ 
✓ G#4’s omitted 
 
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ no D3 added (but 
enclosed E3 
instead) 
✓ G#4’s omitted 
      
297 1904 
Swan 
Score 
▪ crossed out G#3 – 
b1/LH 
 
      
Belaieff 
1955 
‘revised 
edition’ 
✓ G#3 not omitted    
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ G#3 not omitted       
298 1904 
Swan 
Score 
▪ crossed out E#4 – 
b1/2nd 8th note/LH 
      
Belaieff 
1955 
‘revised 
edition’ 
✓ E#4 not omitted    
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ E#4 not omitted       
307-310 1904 
Swan 
Score 
  ▪ accent on every 
first 16th note of 
every measure 
 ▪ crossed out calando 
on m. 308 
 ▪ Ped every 
measure 
Belaieff 
1955 
  no accents  
 
calando not omitted  no Ped 
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‘revised 
edition’ 
Muzgiz 
1959 
‘Collected 
Edition’ 
  no accents  calando not omitted  no Ped 
311 1904 
Swan 
Score 
    ▪ added poco calando – 
b1/general area 
  
Belaieff 
1955 
‘revised 
edition’ 
    
 
no poco calando   
Muzgiz 
1959 
‘Collected 
Edition’ 
    no poco calando   
312 1904 
Swan 
Score 
 ▪ changed B3 to A3 
– b1/LH (with side 
note) 
     
Belaieff 
1955 
‘revised 
edition’ 
 ✓ A3   
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
 ✓ A3      
313 1904 
Swan 
Score 
    ▪ lento – b2/general 
area 
 ▪ Ped_ _ _  
Belaieff 
1955 
    
 
  no Ped 
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‘revised 
edition’ 
Muzgiz 
1959 
‘Collected 
Edition’ 
      no Ped 
316 1904 
Swan 
Score 
  ▪ wavy lines for 
arpeggiation of 
beat1&2 chords 
are from bottom 
of LH to top of RH  
▪ wavy line for 
small-note chord 
– b2/RH (no wavy 
line-publication 
error?) 
▪ > accents on 
small-note chords 
of LH – b12 
▪ > accents on last 2 
chords & non-
arpeggiando (b23) 
▪ pp – b1/general area 
▪ crossed out mf – 
b1/bass 
▪ legiero – b1/general 
area 
 ▪ Ped – 
beats 1 
and 2 
Belaieff 
1955 
‘revised 
edition’ 
  Wavy lines are 
individualized for 
each hand, not 
bottom-top; 
No wavy line for 
small-note chord – 
b2/RH (error?); 
No accents on last 2 
chords/non-
arpeggiando; 
no pp; 
mf not omitted; 
 
  no Ped  
Muzgiz 
1959 
‘Collected 
Edition’ 
  Wavy lines are 
individualized for 
each hand, not 
bottom-top; 
no pp; 
mf not omitted, and 
placed on general area; 
 
  no Ped 
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✓ wavy line for 
small-note chord 
(error?) 
317 1904 
Swan 
Score 
▪ crossed out A3 – 
b2/LH 
 ▪ Wavy lines for 
arpeggiation of 
beat1&2 chords 
are from bottom 
of LH to top of RH 
(main notes only) 
▪ > accents on 
small-note chords 
of LH – b12 
▪ > accents on last 2 
chords & non-
arpeggiando (b23) 
   Ped – beats 
1 and 2 
Belaieff 
1955 
‘revised 
edition’ 
A3 not omitted  Wavy lines are 
individualized for 
each hand, not 
bottom-top; 
No accents on 
small-note chords 
of LH 
 
 
  no Ped  
Muzgiz 
1959 
‘Collected 
Edition’ 
A3 not omitted  wavy lines are 
individualized for 
each hand, not 
bottom-top; 
No accents on 
small-note chords 
of LH 
   no Ped 
318 1904 
Swan 
Score 
▪ crossed out A3 – 
b1/LH 
 ▪ wavy lines for 
arpeggiation are 
individualized for 
each hand (both 
main and small 
notes) 
▪ > accents on 
small-note chords 
of LH – b12 
   Ped – beats 
1 and 2 
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▪ > accents on last 2 
chords & non-
arpeggiando (b23) 
Belaieff 
1955 
‘revised 
edition’ 
A3 not omitted  ✓ wavy lines 
individualized 
No accents on 
small-note chords 
of LH; 
No accents on last 2 
chords; 
 
 
  no Ped  
Muzgiz 
1959 
‘Collected 
Edition’ 
A3 not omitted  ✓ wavy lines 
individualized 
No accents on 
small-note chords 
of LH; 
No accents on last 2 
chords; 
   no Ped 
319 1904 
Swan 
Score 
▪ crossed out Ab4 
and Ab5 (small & 
main notes) – 
b1/RH 
 ▪ wavy lines for 
arpeggiation are 
individualized for 
each hand (both 
main and small 
notes) 
 
 
    
Belaieff 
1955 
‘revised 
edition’ 
Ab4 and Ab5 not 
omitted 
 ✓ wavy lines 
individualized 
 
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
Ab4 and Ab5 not 
omitted 
 ✓ wavy lines 
individualized 
    
320 1904 
Swan 
Score 
▪ crossed out C4 – 
b2/LH 
▪ crossed out Ab5 
from chord – 
b2/RH 
 ▪ wavy lines for 
arpeggiation are 
individualized for 
each hand (both 
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main and small 
notes) 
▪ Beat 2 chord of 
RH is non-
arpeggiando (as 
published). 
 
Belaieff 
1955 
‘revised 
edition’ 
C4 not omitted; 
✓ Ab5 omitted 
 ✓ wavy lines 
individualized; 
Beat 2 chord of RH 
is arpeggiando. 
 
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
C4 not omitted; 
Ab5 not omitted; 
 ✓ wavy lines 
individualized 
Beat 2 chord of RH 
is arpeggiando. 
 
    
321 1904 
Swan 
Score 
▪ crossed out C4 
from chord – 
b1/LH 
 ▪ wavy lines for 
arpeggiation are 
individualized for 
each hand (both 
main and small 
notes) 
▪ Beat 2 chord of 
RH is non-
arpeggiando (as 
published). 
 
    
Belaieff 
1955 
‘revised 
edition’ 
C4 not omitted  ✓ wavy lines 
individualized 
 
 
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
C4 not omitted  ✓ wavy lines 
individualized 
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333 1904 
Swan 
Score 
▪ crossed out C4 and F4 – b1/RH/last 16th 
▪ crossed out B3 and F4 – b2/RH/last 16th  
   ▪ RH5 – 
b1/C5/first 
16th  
 
Belaieff 
1955 
‘revised 
edition’ 
✓ C4 & F4 omitted 
✓ B3 & F4 omitted 
   
 
 no RH5 
 
 
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ C4 & F4 omitted 
✓ B3 & F4 omitted 
    no RH5  
340 & 
342 
1904 
Swan 
Score 
   ▪ crossed out 
decrescendo hairpin 
around beat 1 
   
Belaieff 
1955 
‘revised 
edition’ 
   decrescendo hairpin 
not omitted; 
 
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
   decrescendo hairpin 
not omitted; 
 
   
351 1904 
Swan 
Score 
▪ crossed out A4 
from chord – 
b2/RH (with 
sidenote) 
 
     
Belaieff 
1955 
‘revised 
edition’ 
✓ A4 omitted    
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ A4 omitted       
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352 1904 
Swan 
Score 
▪ crossed out C4 
from chord – 
b2/RH (with 
sidenote) 
 
     
Belaieff 
1955 
‘revised 
edition’ 
C4 not omitted    
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
C4 not omitted       
354 & 
358 
1904 
Swan 
Score 
     ▪ m.s. 
underneath 
octave C – 
b1/alto & 
soprano 
▪ m.d. on 
octave F 
and G – 
b2/alto & 
soprano 
 
Belaieff 
1955 
‘revised 
edition’ 
    
 
 no m.d.; 
no m.s. 
 
Muzgiz 
1959 
‘Collected 
Edition’ 
     no m.d.; 
no m.s. 
 
381 1904 
Swan 
Score 
▪ crossed out C4 from chord – b1/LH 
▪ add Bb3 to Bb2 to make an octave – 
b2/LH/tenor 
▪ crossed out Bb3 from chord – b2/LH 
(notes & a side note) 
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Belaieff 
1955 
‘revised 
edition’ 
C4 not omitted from chord; 
No Bb3 added (b2/LH/tenor); 
Bb3 not omitted from chord; 
  
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
C4 not omitted from chord; 
No Bb3 added (b2/LH/tenor); 
Bb3 not omitted from chord; 
     
382 1904 
Swan 
Score 
▪ Added A3 to A2 to make an octave – 
b1/LH/tenor 
▪ Crossed out A3 from chord – b1/LH 
▪ Added G3 to G2 to make an octave – 
b2/LH/tenor 
▪ Crossed out G3 from chord – b2/LH 
     
Belaieff 
1955 
‘revised 
edition’ 
No A3 added (b1/LH/tenor); 
A3 not omitted from chord; 
No A3 added (b2/LH/tenor); 
G3 not omitted from chord; 
  
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
No A3 added (b1/LH/tenor); 
A3 not omitted from chord; 
No G3 added (b2/LH/tenor); 
G3 not omitted from chord; 
     
383 1904 
Swan 
Score 
▪ Added F#3 to F#2 to make an octave – 
b1/LH/tenor 
▪ Crossed out F#3 from chord – b1/LH 
 
     
Belaieff 
1955 
‘revised 
edition’ 
✓ Added F#3 to F#2 
✓ F#3 omitted from chord 
  
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ Added F#3 to F#2 
✓ F#3 omitted from chord 
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384 1904 
Swan 
Score 
▪ Added G#3 to G#2 to make an octave – 
b1/LH/tenor 
▪ Crossed out G#3 from chord – b1/LH 
     
Belaieff 
1955 
‘revised 
edition’ 
✓ Added G#3 to G#2 
✓ G#3 omitted from chord 
  
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ Added G#3 to G#2 
✓ G#3 omitted from chord 
     
387 1904 
Swan 
Score 
▪ Added B3 to B2 to make an octave – 
b1/LH/tenor 
▪ Crossed out B3 from chord – b1/LH 
     
Belaieff 
1955 
‘revised 
edition’ 
✓ Added B3 to B2 
✓ B3 omitted from chord 
  
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ Added B3 to B2 
✓ B3 omitted from chord 
     
406-407 1904 
Swan 
Score 
▪ Crossed out last 16th Bb and turned into 
an octave Bb (m. 406) 
▪ Crossed out second 16th C and turned 
into an octave C (m. 407) 
     
Belaieff 
1955 
‘revised 
edition’ 
✓ Rhythm of Bb changed to 8th note in m. 
407;  
But with a 16th rest in m. 406. 
✓ Rhythm of C changed to 8th note in m. 
407 
  
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ Rhythm of Bb changed to 8th  
✓ Rhythm of C changed to 8th  
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419 1904 
Swan 
Score 
▪ Crossed out F4 from chord – b1/RH 
▪ Crossed out A3 from chord –b1/LH 
(with side note) 
(drop la?) 
    
Belaieff 
1955 
‘revised 
edition’ 
✓ F4 omitted 
✓ A3 omitted 
  
 
   
Muzgiz 
1959 
‘Collected 
Edition’ 
✓ F4 omitted 
✓ A3 omitted 
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